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Moving  Pictures  is  a  bold  and  provocative  interpre- 
tation of  Western  art  that  links  the  great  tradition  of 
North  European  painting  to  modern  cinema,  and  sug- 
gests how  paintings,  prints,  and  moving  pictures  are 
interconnected  modes  of  art  that  in  comparable  ways 
depict  moments  in  the  narrative  flow  of  human  life. 

Beginning  with  the  great  masters  of  the  fifteenth  and 
sixteenth  centuries— Van  Eyck,  Durer,  Bruegel— and 
moving  through  the  history  of  European  art  to  the 
advent  of  movies  and  the  modern  era,  Anne  Hollander 
explores  certain  artistic  impulses  and  traditions  that 
have  taken  account  of  the  arbitrary,  random  way  vision 
sorts  out  dramatic  elements  in  a  given  situation,  that 
have  understood  the  disorderly  way  visual  phenomena 

strike  the  eye,  and  that  have  used  mobile  imagery  to,  as 
she  puts  it,  set  the  viewer's  psyche  in  motion.  These  im- 
pulses and  traditions  were  present  in  European  art  all 
along;  later  the  camera,  especially  the  movie  camera, 
was  well  suited  to  take  up  the  same  artistic  task,  since  its 
work  is  done  with  and  by  moving  light,  by  the  constant 
shift  of  scale  and  focus,  and  by  an  appreciation  of  the 
emotional  and  expressive  power  of  light  striking  the 
forms  within  a  picture  frame. 

A  related  theme  of  Moving  Pictures  concerns  the  re- 
lation between  originals  and  prints,  and  between  high 
and  popular  art.  Many  of  the  West's  greatest  works  of 
art  have  found  their  way  into  the  hearts  of  viewers 
through  the  medium  of  reproduction;  printed  black- 
and-white  illustrations,  born  in  Northern  Europe  in  the 
fifteenth  century,  supplemented  paintings  and  re- 
created them  for  thousands  and  thousands  of  people. 
The  sources  of  cinema,  as  well,  lie  in  the  dynamic  rela- 
tion between  original  visual  ideas  and  repeated  copies  of 
them;  movies,  like  all  reproductions,  the  author  argues, 
have  a  special  broad-based  power  to  invite  private  fan- 
tasy, to  provoke  memory  and  association,  and  to  evoke 
an  unmediated  personal  response  from  the  viewer. 
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M„  VIES,  like  paintings,  are  intended  for  all  time.  Theater  is 
ephemeral — each  production  lasts  only  as  long  as  its  run,  and  each  per- 
formance is  a  new  version  of  the  piece.  But  a  painting  or  a  movie  is  an  en- 
during work,  subject  only  to  circumstantial  injury  and  decay.  Our  relation 
to  movies  and  paintings  is  one  of  hopeless  inequality:  they  will  outlast  us. 
Our  mutability  and  mortality  are  weak  in  the  face  of  those  ageless  moments 
they  recount,  those  creatures  and  vistas  unchangingly  and  forever  going 
through  their  motions. 

The  power  of  moving  pictures  has  been  undeniable  since  the  beginning  of 
the  cinema.  The  fascination  they  exerted  when  they  were  confined  to 
recording  simple  incidents,  even  before  screenplays  existed,  made  them  in- 
stantly and  permanently  important  to  life.  What  they  did  not  first  seem  to 
be  was  art,  at  least  not  in  the  same  universe  with  the  works  of  Rembrandt 
and  Michelangelo.  But  anyone  could  have  told,  from  the  kind  of  force  the 
screen  image  had,  that  movies  were  linked  to  compelling  pictures  of  all 
kinds.  People's  deepest  feelings  were  engaged  by  the  pictures  themselves, 
as  they  had  been  by  earlier  illuminations,  paintings,  and  engravings — by 
all  works  that  outlast  and  transcend  the  viewer.  One  reason  was  that  ele- 
ments of  those  earlier  visions  lurked  in  the  screen  image,  exerting  their  old 
power  in  a  new  form. 

It  was  not  just  the  show.  Theater  has  a  different  magic,  the  spell  of  live 
performance,  which  carries  audiences  away  by  the  immediacy  of  the  event. 
The  theatrical  spell  may  easily  be  broken,  ruined  by  a  breakdown  of  mem- 
ory or  nerve;  and  it  is  slightly  different  each  time.  But  film  shares  in  the 
perfect,  unchanging  action  of  still  pictures,  which  may  be  interrupted  only 
if  the  surface  is  covered,  or  melts,  or  if  the  light  dies.  Just  as  God  and 
Adam  perpetually  lose  touch  on  the  ceiling  of  the  Sistine  Chapel,  so  Fred 
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and  Ginger  always  do  the  Carioca  in  exactly  the  same  way  now  as  then,  and 
forever.  The  ever-fresh  youths  and  maidens  on  Keats'  Grecian  urn  are  more 
like  movie  actors  than  like  dead  Talma  and  dead  Burbage,  whose  best  ef- 
fects are  long  since  lost.  The  power  of  film  comes  from  being  made  of  end- 
less pictures,  and  doing  for  people  what  pictures  do,  rather  than  anything 
like  what  the  theater  does. 

Not  all  pictures,  however.  A  particular  sort  of  picture  seems  to  be  in  mo- 
tion even  while  it  does  not  move,  seems  to  be  showing  a  much  larger  section 
of  time  than  the  frame  can  contain,  and  seems  to  invite  our  participation  in 
the  movement  of  its  potential  narrative.  The  following  discussion  is  a 
search  through  the  history  of  art  for  the  kinds  of  picture  that  attempted 
and  prefigured  what  cinema  later  actually  did,  and  that  form  a  background 
and  foundation  for  movies. 

This  proto-cinematic  art  was  mostly  created  by  painters.  But  in  large 
part  the  emotional  effects  that  were  most  telling  in  their  paintings  and 
most  deeply  internalized  by  the  public,  and  that  eventually  found  their  way 
into  cinema,  first  reached  the  hearts  of  their  viewers  through  the  medium 
of  reproduction.  Paintings  have  been  reproduced  as  prints  ever  since  the 
fifteenth  century;  and  important  works,  transmuted  by  graphic  technology 
into  familiar  images,  could  gradually  get  onto  more  intimate  emotional 
terms  with  the  public  than  they  could  ever  establish  from  fixed  and  often 
inaccessible  sites.  Reproductions  hanging  in  provincial  schoolrooms  or 
printed  in  history  textbooks  show  paintings  doing  this  larger  work — 
making  suggestions,  instilling  visual  notions,  arousing  responses,  helping 
to  fill  the  moving  landscape  of  the  inward  eye  for  generations  of  people  who 
might  never  see  the  originals. 

The  sources  of  cinema  lie  in  this  dynamic  relationship  between  original 
visual  ideas  and  their  repeated  translation,  through  which  they  can  keep 
moving  into  the  world's  awareness.  With  the  story  of  reproductions  also 
goes  the  story  of  popular  graphic  illustration,  of  realistic  pictures  usually 
based  on  discoveries  propounded  first  in  great  paintings  but  then  remade 
again  and  again  with  different  emphases,  expressly  to  persuade,  inform,  il- 
luminate, or  shock.  Many  painters  were  skilled  graphic  artists  themselves, 
aware  of  the  power  of  repeatable  and  adaptable  imagery  even  if  painting 
claimed  their  chief  effort. 

In  general  the  artists  I  call  proto-cinematic,  many  of  whom  were  at  home 
with  both  paint  and  prints,  worked  in  the  tradition  of  Northern  Europe. 
That  tradition  had  defined  itself  by  the  middle  of  the  fifteenth  century  as 
seeking  to  render  both  real  and  fantastic  material,  sacred  or  secular,  in 
terms  of  optical  experience  rather  than  formal  ideals.  This  pictorial  tradi- 
tion, which  depended  on  using  the  mystery  of  surface  to  express  the  mys- 
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tery  of  basic  meaning,  took  account  of  the  arbitrary  and  random  quality  of 
vision  itself,  the  instability  of  sight,  and  the  lack  of  formal  order  in  the  way 
phenomena  actually  strike  the  eye;  and  it  used  all  these  to  reflect  the  un- 
certain movement  of  consciousness.  Later  the  camera,  especially  the  mov- 
ing camera,  easily  took  up  this  same  task,  since  its  work  is  done  wholly  by 
light  and  the  constant  shift  of  scale  and  focus.  But  the  dramatic  formulas 
had  already  been  provided  by  the  painters  who  had  worked  them  out  be- 
fore. Drama  is  guaranteed  by  using  optical  experience  to  stand  for  psycho- 
logical experience,  to  mirror  and  engage  the  workings  of  the  viewer's  soul 
rather  than  to  gratify  his  conscious  understanding. 

One  feature  of  such  art  has  been  that  it  enters  public  awareness  pri- 
vately, affecting  persons  one  at  a  time.  The  appeals  that  artists  like  Van 
Eyck  or  Vermeer  make  are  to  the  individual  eye,  not  to  the  common  gaze  of 
a  convoked  audience,  as  Michelangelo's  are.  Even  the  huge  Ghent  Altar- 
pirce  speaks  to  each,  not  all,  with  its  intimate  details  like  secret  personal 
messages;  and  so  do  the  first  woodcuts,  which  date  from  the  same  century. 
Movies,  although  they  are  shown  in  vast  auditoriums  and  advertised  in 
mass  media,  in  fact  do  the  same. 

So  do  reproductions,  and  so  always  did  illustrations.  In  contrast  to 
great  frescoes  in  churches  or  great  exhibitions  in  museums,  or  to  perform- 
ances on  stages,  to  which  people  must  go  in  public  groups  in  order  to  know 
they  are  seeing  art,  reproduced  art  and  illustrative  art  have  been  offered  in 
books  and  journals  and  single  sheets  for  private  consumption.  Each  one  of 
their  thousands  of  copies  aims  at  one  viewer  at  a  time.  In  magazines  and 
newspapers,  television  and  movies,  images  strike  each  of  us  personally  and 
without  preparation,  affecting  us  almost  without  acknowledgment,  perhaps 
all  the  more  strongly  for  that. 

The  art  of  the  past  has  influenced  the  movies  not  in  the  way  movie- 
makers have  tried  to  re-create  well-known  great  works — although  they  have 
done  that  often — but  through  the  undying  resonance  in  their  eyes  and 
hearts  of  the  visual  imagery  of  the  past.  It  has  come  through  the  following 
up  of  old  memories  and  visual  habits  privately  absorbed  by  the  director,  de- 
signer, or  cameraman  from  prints,  photographs,  and  illustrations,  from  re- 
productions and  approximations  of  past  art,  as  well  as  from  actual 
paintings  and  earlier  movies.  Much  of  this  process  is  unconscious;  and  so  it 
guarantees  the  same  direct  emotional  response  in  eventual  viewers,  un- 
hampered by  any  conscious  recognition  of  consciously  applied  effects. 

Each  movie  is  a  print,  not  a  performance.  It  does  not  address  a  present 
assembly  whose  collective  response  confirms  the  moment.  Movies  speak, 
not  to  an  audience,  but  to  each  single  person  who  sees  them  go  through 
their  immutable  sequences,  whether  among  hundreds  or  on  a  video  alone  at 
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homo,  whether  now  or  fifty  years  from  now.  Like  all  reproductions,  they  in- 
vite private  fantasy,  private  memory  and  association,  not  public  excite- 
ment. The  demand  of  the  picture  is  personal  and  nnmediated;  the  artist, 
the  performer  with  all  his  demands,  is  absent. 

This  absence  is  another  feature  of  much  North  European  art.  Although 
each  viewer  knows  that  the  breathtaking  effect  was  made  by  the  purposive 
design  and  skill  of  the  artist,  the  impact  of  a  Rembrandt  Bible  scene  or  a 
Vermeer  interior  is  primarily  that  of  the  subject,  the  atmosphere,  and  the 
action.  In  contrast,  the  initial  impact  of  a  painting  in  the  very  different 
classical  and  Italian  tradition — let  us  say  one  of  Raphael's — is  that  of  a 
performance,  with  the  subject  visibly  (and  perhaps  also  breathtakingly) 
built  into  it.  The  reflections  on  metal  and  glass  painted  in  a  Van  Eyck  An- 
nunciation or  a  Kalf  still-life  seem  like  spontaneous  miracles,  whereas  the 
draperies  painted  by  Botticelli  seem  like  variations  in  a  sung  aria.  Al- 
though we  know  that  Van  Eyck  and  Kalf  also  actually  applied  a  brush,  we 
are  not  invited  to  think  first  of  that  as  we  look.  The  effect  of  their  paintings 
is  to  offer  the  phenomena  as  freshly  springing  into  existence,  the  depicted 
events  as  natural  occurrences.  The  subject  may  well  be  absorbing  in  itself; 
but  if  it  is  in  fact  neutral  or  boring,  the  medium  will  force  it  to  be  meaning- 
ful— without  apparent  intervention.  In  the  other  tradition  of  art,  the  clas- 
sic and  modern  art  that  calls  attention  to  itself,  intervention  is  the  whole 
point:  the  flowers  on  the  table  are  interesting  only  because  of  what  the 
painter  has  done  about  them.  In  cinematic  and  proto-cinematic  art,  the 
flowers  are  made  interesting  by  a  sort  of  magic  that  makes  their  mere  visi- 
bility seem  a  significant  story  in  itself. 

In  the  following  chapters  I  explore  what  looks  to  me  like  the  impulse  to 
make  art  of  this  kind,  and  I  pursue  its  emergence  in  the  movies,  because  I 
think  its  history  is  continuous.  In  the  first  chapter  I  try  to  locate  the  spe- 
cific sources  for  the  emotive  power  of  moving-picture  imagery.  I  see  it  first 
in  the  distinctive  rendering  of  light  by  the  painters  of  the  North  European 
Renaissance,  together  with  their  ways  of  composing  the  space  in  pictures 
to  suggest  and  invite  psychological  motion.  But  printed  graphic  illustra- 
tion was  also  born  in  Northern  Europe  in  the  fifteenth  century,  to  supple- 
ment the  paintings  and  to  begin  re-creating  them  in  graphic  form;  and  I 
want  to  show  why  the  black-and-white  media  have  had  a  special  power  to 
move  the  world  ever  since.  By  harnessing  the  elements  of  light  and  shade, 
and  by  making  pictures  not  only  repeatable  but  movable  and  adaptable, 
they  have  shown  what  is  essential  for  getting  images  to  do  their  deepest 
emotional  work. 

The  rest  of  the  book  follows  the  history  of  Western  painting  and 
graphics  from  the  fifteenth  to  the  twentieth  century,  reading  the  work  of 
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certain  artists  as  attempts  to  make  narrative  out  of  a  particular  kind  of 
mobile-seeming  imagery.  Whatever  the  theme  of  the  picture,  proto-cine- 
matic  imagery  sets  the  viewer's  psyche  in  motion,  reveals  arbitrarily  rather 
than  describes  thoroughly,  disturbs  more  than  it  satisfies,  and  strongly 
suggests  the  impossibility  of  seeing  everything  at  once.  I  contrast  such  pic- 
tures to  the  classic  kind,  which  create  a  Active  world  where  completeness  is 
the  aim  and  the  true  subject  of  the  narrative  is  the  artist.  Such  classic  art 
often  uses  carefully  wrought  beauty  as  its  vessel  of  comprehensiveness: 
painters  invent  visions  of  color  and  order  that  make  delicious  whole  sense 
out  of  the  unpalatable,  indigestible  world,  especially  out  of  our  partial  and 
often  incomprehensible  views  of  it.  The  aim  of  such  pictures  is  to  embody 
an  ideal  of  art  itself  as  a  force  for  order,  with  reforming  and  elevating 
power. 

The  point  about  movies  is  not  just  that  they  move,  but  that  they  move  us. 
And  the  chief  way  they  do  that  is  by  offering  sets  of  partial  and  puzzling 
views,  just  as  life  does,  and  making  art  directly  out  of  their  arbitrary,  un- 
finished nature.  The  world  is  presented  in  a  fluid  medium  that  depends  on 
incompleteness,  quick  change,  and  often  on  ambiguity.  Cinematic  art  there- 
fore engages  our  anxiety  and  empathy  first,  and  allows  beauty  to  arise  from 
the  very  quality  of  contingency  that  informs  the  images.  Before  the  camera 
existed,  many  artists  in  the  still  media  tried  to  do  the  same  thing,  to  create 
beauty  the  same  way,  and  indeed  to  create  narrative,  revealing  a  story  in 
the  unpredictable  flow  of  visual  life  and  seizing  the  viewer's  soul  with  it, 
rather  than  preparing  tableaux  that  exposed  their  own  mastery. 

Many  of  the  artists  I  discuss  here  followed  the  original  example  set  forth 
in  the  Northern  Renaissance,  directly  or  derivatively  or  obliquely.  At  the 
same  time  they  seem  to  a  modern,  post-cinematic  eye  to  have  prefigured  the 
way  movies  work  as  pictures  in  the  modern  world.  I  see  the  rise  of  film  as  a 
natural  continuation  of  their  special  kind  of  illustrative  impulse,  which  ap- 
peared in  serious  painting  of  all  kinds  as  well  as  in  less  serious  graphic 
work.  When  movie-makers  came  to  create  their  own  lifelike  fictions,  they 
went  right  on  following  the  same  example  in  the  new  language  of  the 
camera. 

The  desire  to  make  pictures  in  this  way,  using  certain  optical  effects  to 
appeal  to  unconscious  feelings  rather  than  to  the  conscious  intelligence,  is 
essentially  romantic  in  the  deepest  sense,  committed  to  the  personal  in  its 
very  form,  even  if  the  topic  is  general  or  noncommittal.  If  the  topic  is  itself 
romantic,  the  cinema  is  now  a  better  medium  than  any  other  for  carrying  it 
forward  in  the  modern  world,  more  serious  and  more  potent  than  prose  fic- 
tion or  theater.  Movies  continue  to  expound  specifically  romantic  themes — 
varieties  of  obsessive  passion,  the  monster  creation,   the  spiritual 
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quest — with  greater  seriousness  than  any  other  current  mode  of  fiction; 
and  indeed  with  the  same  seriousness  visible  in  the  works  of  German  and 
English  Romantic  painters  and  some  of  their  later  followers  in  the  United 
States.  Such  paintings  are  now  in  fact  being  taken  more  seriously  than 
ever:  they  are  sharing  in  our  new  self-aware  passion  for  movie  romance.  The 
vitality  of  cinematic  imagery  for  conveying  romantic  myths  resides  in  that 
same  ancient  reliance  on  atmospheric  lighting  and  arbitrary  composition, 
on  fidelity  to  shifting  visual  circumstance,  however  minimally  suggested, 
rather  than  to  fixed,  known  pictorial  expectation.  Pictures  in  this  mode, 
now  presented  in  movies  in  dramatic  sequences  that  perpetually  promise 
still  more  revelations  cast  in  the  same  mode,  grip  and  draw  the  private 
imagination — in  fact  "romanticize"  any  material. 

They  do  this  especially  with  material  that  might  be  considered  the  most 
objective  and  detached.  Allegedly  neutral  themes,  those  that  were  once 
thought  to  underlie  the  Dutch  genre  works  of  the  seventeenth  century,  are 
often  the  ones  that  grip  most  effectively;  the  viewer  feels  magnetized,  not 
pressed  or  pushed.  The  more  the  painter  or  movie-maker  working  in  this 
psychological  mode  seems  not  to  be  making  a  point,  the  more  we  feel  like 
seeking  for  one,  looking  longer,  guessing  what  it  is  or  will  be.  On  the  other 
hand,  if  the  visual  material  in  the  picture  is  fashionably  stylized,  as  in 
1930's  comedies  or  1950's  melodramas,  the  effect  of  rendering  it  in  the  es- 
sentially unsleek  cinematic  medium  increases  the  emotive  power  of  the  re- 
sult. Dutch  painters  had  already  discovered  this  point,  too:  ideally 
exquisite  satin  dresses  and  invented  perfect  furniture  look  pregnant  with 
drama,  if  mobile  lighting  and  composition  charge  the  atmosphere  with  feel- 
ing and  invite  the  viewer's  projection. 

Everyone  knows  that  bad  movies  can  be  thrilling  and  have  an  appeal 
beyond  their  defects.  This  is  usually  because  of  the  visual  thrill  built  into 
the  medium,  the  light-borne  picture  that  transcends  bad  acting,  bad  writ- 
ing, and  bad  editing.  Any  picture  is  better  than  no  picture,  whereas  an  em- 
barrassing live  performance  is  much  worse  than  none  at  all.  A  dull  lecture 
or  a  comic  speech  may  be  excruciating;  but  any  slide  show  or  classroom 
movie — however  grimly  instructive  the  material,  even  graphs  and  cell 
structure — has  its  array  of  irresistible  prizes. 

Visual  illustration,  without  the  imposition  of  a  present  performer  or  an 
insistent  artist's  hand,  fills  some  obviously  deep  gap  in  our  inner  lives, 
beyond  the  desire  for  entertainment  or  the  quest  for  knowledge.  Life  seems 
to  need  illuminating  through  the  eye,  whatever  other  benefits  are  gained 
from  reading  and  learning;  the  soul  needs  its  own  window.  Dramatic 
printed  captions,  voice-over  comments  in  slide  lectures  and  later  in  movies, 
and  background  music  are  all  reinforcements  for  the  illustrative,  or  what 
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might  better  be  called  the  illuminative  mode  as  a  direct  channel  to  the  indi- 
vidual psyche.  On  the  stage  this  was  first  suggested  by  the  famous  dio- 
ramas of  the  early  1800's,  which  produced  dramatic  narrative  out  of  large 
pictures  lit  from  behind  and  unrolled  on  a  stage  to  musical  accompaniment; 
and  the  music  dramas  of  Wagner  later  took  up  the  idea  of  speaking  to  the 
unconscious  by  fusing  living  pictures  and  meaningful  thematic  sound.  Su- 
pertitles  projected  over  the  proscenium  arch  during  a  performance  confirm 
even  more  strongly  the  relation  between  opera  and  film;  and  music  video 
foil  her  reinforces  the  connection  between  cinematic  visual  imagery  and 
music's  power  over  the  psyche.  Lately  art  museums  have  seized  on  the  cine- 
matic trick  of  providing  canned  audible  captions  to  go  along  with  the  pic- 
tures, furnishing  continuous  commentary  on  tape  with  earphones,  a  moving 
track  of  sound  that  speaks  personally  to  each  visitor  and  turns  the  whole 
gallery  into  a  movie  house.  Soon  one  may  well  have  a  choice  of  speech  or 
music  with  the  show.  The  disembodied  voice  keeps  the  event  well  away  from 
any  awkward  performance  by  a  living  guide,  and  makes  the  paintings  seem 
comfortably  like  filmed  reproductions  of  themselves. 

Cinema  is  the  newest  form  of  illustration.  It  encapsulates  the  whole  his- 
tory of  figurative  art,  helping  itself  to  that  history's  most  effective  devices, 
continuing  the  special  triumph  of  art  for  the  public  that  was  begun  by 
prints  and  engravings  and  continued  through  the  dynamic  agency  of  the 
camera.  Public  exhibitions  of  paintings  that  are  now  possible  on  an  interna- 
tional scale,  with  works  of  art  traveling  all  over  the  world  to  be  seen  by  peo- 
ple who  might  never  hope  to  visit  them,  are  only  one  part  of  the  way  art  has 
become  part  of  public  consciousness.  The  other  way  is  through  its  ghostly 
existence  in  the  graphic  world,  the  king  of  which  is  now  the  movies. 

Now  only  books  for  children  are  consistently  illustrated;  books  for 
adults  are  not  supposed  to  need  pictures.  Magazines  and  newspapers  make 
up  for  that  lack  in  adult  life,  overlapping  inspired  advertising  photography 
with  glossy  photojournalism  so  that  together  they  deliver  a  single  glittering 
cinematic  montage  of  lifelike  fantasy.  Other  graphic  material,  also  con- 
ceived by  imaginations  trained  in  the  cinematic  style  of  allusion,  makes 
narrative  out  of  visual  situations  that  reveal  and  suggest  without  explain- 
ing. Television  does  the  same.  Cinema,  that  great  infant,  has  demonstrated 
to  other  media  how  to  use  past  art  to  suit  the  present  eye,  how  to  respond, 
absorb,  reflect,  and  move  on,  seizing  what  is  needed  and  eating  it  without 
thanks,  flourishing  with  ungovernable  energy  on  mixed  garbage  and  gour- 
met fare.  Film  and  television  frames  are  stuffed  with  material  grabbed 
without  ceremony  from  Manet  and  Goya,  from  Velazquez  and  Vermeer, 
from  Turner,  Church,  and  Bierstadt,  just  as  commercial  photography  also 
is.  All  of  these  are  filtered  through  graphic  conventions  that  may  modify 
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but  cannot  obscure  the  sources  or  mute  their  effects.  The  whole  makes  a 
modern  illustrative  art  of  incomparable  richness,  even  though  it  lacks  co- 
herence. Meanwhile  the  original  Manet s  and  Vermeers  are  still  with  us, 
glowing  like  live  coals  in  the  galleries,  but  also  winking  in  miniature  from 
millions  of  postcards  and  posters. 

In  any  age  and  any  medium,  most  art  is  bad.  This  is  just  as  true  of  paint- 
ing in  the  Renaissance  as  it  is  of  movies  in  the  twentieth  century,  and  no 
truer  of  commercial  art  than  of  serious  portraits;  but  we  are  now  more 
awake  to  the  badness  in  certain  genres  than  to  that  in  others,  because  our 
present  ranking  system  is  retroactive.  We  are  more  inclined  to  see  all  Re- 
naissance frescoes  as  better  than  all  nineteenth-century  fashion  plates,  be- 
cause we  have  come  to  believe  in  the  superiority  of  both  fresco  and  the 
Renaissance  to  any  sort  of  commercial  fashion  art.  But  in  fact  good  fres- 
coes are  proportionately  as  rare  as  good  fashion  plates.  So,  of  course,  are 
good  movies. 

We  have  come  to  believe,  moreover,  that  a  work  of  art  may  be  good  only  if 
it  has  some  kind  of  artistic  integrity,  that  it  must  display  some  obedience  to 
the  self-perpetuating  laws  of  art  itself  rather  than  smack  of  greed,  oppor- 
tunism, and  exploitation;  and  so  we  are  inclined  to  value  those  artistic 
media  that  make  such  integrity  easier  to  maintain  in  our  own  society.  But 
good  art  has  had  a  way  of  appearing  in  allegedly  debased  genres,  and  the 
bad  examples  in  lofty  ones  have  been  mercilessly  shown  up  during  both  the 
nineteenth  and  twentieth  centuries,  sometimes  obscuring  the  good  alto- 
gether. By  such  means  nineteenth-century  academic  and  narrative  painting 
was  discounted  for  most  of  the  twentieth,  all  of  it  rated  at  the  low  level  of 
its  obvious  disasters.  Hollywood  movies  were  once  considered  that  way, 
too.  Lately  we  have  thrown  all  painting  from  the  past  into  one  basket,  not 
trying  to  distinguish  good  from  bad  in  case  we  might  be  proved  wrong  later 
on,  and  preferring  to  assume  that  everything  is  good  for  something.  Cur- 
rent painting  receives  the  same  enlarged  acceptance. 

In  the  allegedly  low  media,  the  same  lack  of  discrimination  seems  to 
matter  less,  but  it  also  works  to  obscure  differences  of  quality  and  make 
good  judgment  all  the  harder.  Yet  the  differences  are  still  there  between 
the  few  good  things  and  the  huge  number  of  inferior  products,  just  as  they 
are  in  any  epoch  and  any  form  of  art.  Fine  works  live  surrounded  by  shoals 
of  noble  failures  and  basely  corrupt  projects  in  the  same  medium,  lament- 
able botches  and  slick  bags  of  tricks,  things  flawed,  dull,  shallow,  false,  or 
crazed,  or  just  untalented  efforts — and,  of  course,  things  made  up  out  of 
stolen  parts,  the  bad,  sad,  mad,  and  moving  Frankenstein  monsters  of  art. 

But  in  much  bad  art  there  is  often  real  satisfaction  for  its  time,  some- 
times for  all  time;  and  it  acquires  a  sort  of  provisional  goodness  that  re- 
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sides  in  its  ability  to  move  and  please,  that  makes  it  hard  to  give  up  or 
throw  out  altogether,  in  fact  that  often  makes  it  endure.  So  the  difficulties 
of  judgment  about  artistic  authenticity  are  further  complicated  by  the 
question  of  authentic  response.  There  is  even  an  element  of  the  moving  and 
the  pleasing  that  can  make  good  works  of  art  seem  questionable,  just  be- 
cause tawdry  ones  share  in  it — and  it  is  that  element  that  made  all  movies 
seem  suspect  at  the  beginning.  The  medium  flowed  too  readily  in  the  emo- 
tional vein,  which  was  then  rapidly  losing  prestige  among  the  fine  arts. 

The  distinction  between  high  art  and  low  art  has  been  vexed  by  the  diffi- 
culty in  making  these  other  distinctions.  The  temptation  has  arisen  during 
the  course  of  modern  history  to  think  that  anything  intended  to  make 
money  or  otherwise  succeed  by  working  directly  on  our  feelings — pornog- 
raphy is  the  most  extreme  example,  advertising  art  is  another — must  be 
bad  in  itself  and  therefore  low  by  nature,  especially  when  the  normal  bad- 
ness common  to  most  art  is  considered  to  be  a  quality  of  the  genre  itself. 
This  situation  once  applied  to  novels,  which  were  considered  a  debased 
form,  partly  because  of  the  pleasure  they  gave,  their  obvious  link  to  private 
fantasy.  It  took  generations  of  great  works  to  transcend  the  normal  bad- 
ness of  most  novels,  and  make  an  acknowledged  fine  art  out  of  prose  fic- 
tion. Though  bad  religious  art  of  the  past  is  still  given  more  credit  than  bad 
advertising  art  of  this  century,  the  badness  is  quite  similar.  Good  pornog- 
raphy is  unfortunately  not  so  clearly  recognized  to  be  better  than  bad;  and 
there  is  so  far  little  stimulus  to  raise  the  standard  and  make  the  distinction 
more  noticeable. 

It  is  well  understood  that  bad  art  relies  on  good,  raiding  and  degrading 
the  carefully  balanced  effects  of  talent  and  skill,  making  crude  versions 
of  refined  achievements.  Some  of  this  process  in  fact  can  have  great  value, 
can  in  some  cases  enlighten  later  perception  of  the  original  by  subjecting 
it  to  selective  brutal  usage,  can  even  seem  to  improve  on  it  by  remodeling  it 
in  a  harsher  form,  a  dumber  mode.  The  "improvement"  is  a  trick  effect; 
the  original  retains  its  superiority,  which  is  nevertheless  enhanced 
and  enriched  by  bad  treatment — not  by  contrast,  but  somehow  by  a  com- 
bination of  sordid  attrition  and  added  emotional  freight,  like  a  ruined 
statue. 

Less  obvious  but  no  less  common  is  the  reliance  of  good  art  on  bad  for 
certain  cheap  effects  or  crude  details,  for  clever  ways  to  take  shortcuts  or 
use  filler,  for  sure-fire  banal  motifs.  Such  larceny  works  both  ways,  so  that 
the  bad  source  can  also  be  enriched  by  being  robbed.  Visual  artists  have  in 
fact  all  been  stealing  from  one  another  for  centuries  across  all  boundaries, 
and  they  are  aided  in  this  by  the  fluid  graphic  media,  which  put  everything 
indiscriminately  up  for  grabs.  The  movies  in  this  century  represent  a  mag- 
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nificent  compendium  of  all  such  thievery  and  its  enormously  satisfying  and 
profitable  results. 

The  most  commonly  stolen  goods  are  the  arrangements  that  guarantee 
emotional  responses.  That  is  why  camera  art  can  do  the  best  stealing,  since 
its  form  depends  on  the  light  and  dark  that  create  feeling  through  pictures 
by  unconscious  means,  and  thus  hide  the  very  fact  of  theft  perhaps  even 
from  the  thief.  Only  when  the  images  hit  the  screen  do  the  effects  become 
visible,  as  they  begin  to  feed  the  visual  habits  of  future  generations  on  all 
the  varied  and  accumulated  treasures  of  the  past. 
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MOVIE  is  a  sequence  of  pictures  made  with  a  camera  and  pro- 
jected on  a  screen.  Since  the  camera  defines  the  medium,  movies  are 
part  of  the  history  of  all  camera  art;  they  are  heirs  to  the  claims  staked  by 
photographers  at  the  very  beginning  of  the  camera's  life.  But  photographic 
pretensions  were  formed  against  a  background  of  concern  for  the  proper 
character  and  function  of  painting.  The  far-reaching  possibilities  shown  by 
the  early  camera  were  perceived  by  eyes  trained  in  strategies  that  painters 
had  worked  out  for  rendering  reality  inside  a  frame;  and  such  artistic  strat- 
egies were  known,  at  least  by  artists  themselves,  to  have  evolved  from  ear- 
lier painters'  methods.  Whatever  the  camera  could  do  as  illuminator  of  the 
visual  world  was  first  seen  in  painters'  terms,  backed  up  by  centuries  of 
painterly  tradition.  Today  the  movies,  as  they  continue  to  further  camera 
work  in  the  mode  of  realistic  pictorial  sequences,  are  still  engaging  with 
certain  painters  of  the  past. 

Photography  itself  soon  escaped  painters'  terms.  The  still  camera  estab- 
lished and  expanded  its  own  separate  empire  of  the  eye  and  eventually,  as  a 
reproductive  agent,  turned  back  to  conquer  painting  itself.  But  the  link  be- 
tween the  new  pictorial  scope  of  the  camera  and  the  long  history  of  painting 
was  authentic,  and  certain  painters  in  the  later  nineteenth  century,  such  as 
Manet,  Degas,  and  Caillebotte,  responded  to  the  camera  even  more  crea- 
tively than  photographers  could  at  the  time.  Painters  were  even  able  to  take 
the  camera  beyond  its  immediately  apparent  possibilities  and  project  it 
into  the  cinematic  realm — to  make  paintings  that  look  not  like  photographs 
but  like  frames  from  hypothetical  movies. 

To  do  this,  they  drew  not  just  on  the  newly  revealed  capacities  of  the  still 
camera,  but  on  an  existing  painterly  tradition  that  history-minded  artists 
could  see  was  already  aligned  with  camera  vision.  This  was  the  tradition  of 
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North  European  realism,  which  nineteenth-century  artists  saw  most  vividly 
flourishing  in  seventeenth-century  Holland,  but  whose  sources  lay  in  the 
Flemish  art  of  the  fifteenth  century.  That  tradition  was  continued  and 
modified  throughout  the  interwoven  history  of  European  art:  many 
painters  shared  in  the  particularly  Northern  proto-cinematic  impulse  with- 
out being  themselves  Nordic,  having  absorbed  the  original  Flemish  and 
Dutch  principles.  Velazquez,  Chardin,  Turner,  and  Goya  had  affinities 
with  Dutch  and  Flemish  art;  and  their  works  contributed  to  this  pictorial 
tradition,  which  I  think  led  to  modern  cinema,  even  more  than  to  the  oppos- 
ing classical  one,  which  inexorably  led  to  modern  painting. 

For  five  centuries  realistic  painting  in  Northern  Europe  was  expressed 
in  what  Kenneth  Clark  calls  the  Alternative  Convention — a  mode  of  ren- 
dering visible  reality  in  art  that  was  fundamentally  different  from  the  clas- 
sicizing tradition  established  by  Italian  Renaissance  artists  and  theorists. 
One  way  to  describe  what  Northern  artists  did  is  to  say  they  invented  a  cin- 
ema in  painterly  terms.  There  was  more  to  this  than  telling  stories  and  ren- 
dering natural  appearances  convincingly — Italian  Renaissance  painters 
were  very  good  at  both  of  those.  But  a  cinematic  art  also  invests  natural  ap- 
pearances with  their  own  absolute  meaning,  and  then  incorporates  the 
viewer  into  the  universe  these  appearances  create.  The  viewer's  own  imme- 
diate visual  experience  is  evoked  by  the  visual  world  inside  the  frame,  so 
that  his  responses  to  the  picture  can  be  direct,  not  mediated  by  a  tacit  ac- 
knowledgment that  the  artist's  style  is  what  really  conveys  the  picture's 
meaning.  Such  direct  effects  were  managed  by  many  painters  of  Northern 
Europe,  beginning  with  Van  Eyck. 

The  classical  tradition  in  art,  founded  on  ideals  attributed  to  a  revived 
antiquity,  embraced  what  was  believed  to  be  a  higher  aim  than  a  simple  grip 
on  the  beholder's  soul  through  his  naked  eye.  A  painting  could  be  a  micro- 
cosm, an  independent  perfect  universe;  and  the  terms  on  which  such  a  vi- 
sion came  into  existence  had  to  be  those  of  an  acknowledged  creator, 
implicitly  modeled  on  the  divine  creator.  Acknowledgment  of  the  creator 
had  to  be  perpetually  demanded,  so  that  every  stroke  of  the  artist's  brush, 
his  every  minute  disposition  inside  the  painted  world,  said  to  the  gazing 
eye,  You  must  know  that  I  have  made  this.  The  appeal  was  to  the  viewer's 
appreciation  of  the  way  the  painter  brought  the  universe  inside  the  picture 
to  completion.  Linear  perspective,  the  learned  discovery  of  the  Italian  Re- 
naissance, was  one  excellent  device  for  promoting  the  sense  of  the  artist  as 
inspired  interpreter  and  technician.  In  this  tradition  the  painter  performs 
for  the  viewer;  his  act  (not  his  subject)  is  what  you  see. 

When  the  camera  first  came  into  use,  it  seemed  to  destroy  or  at  least  to 
sidestep  this  function  of  the  artist  as  vicar  of  our  responses  to  the  visible 
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world.  Between  the  actual  scene  and  the  eventual  picture  came  only  some 
mechanical  magic.  No  forming  hand  showed  the  force  of  a  transforming 
mind  and  will;  the  whole  thing  was  a  trick  of  the  light,  arousing  cheap 
wonder  and  stupefaction.  Henri  Focillon  wrote  in  his  1936  essay  on  "The 
Artist's  Hand"  about  "the  cruel  inertia  of  the  photograph,  attained  by  a 
handless  eye,  repelling  our  sympathy  even  while  attracting  it,  a  marvel  of 
light  but  a  passive  monster.  Photography  is  like  the  art  of  another 
planet.  .  .  .  The  hand  never  intervenes  to  spread  over  it  the  warmth  and  flow 
of  human  life." 

The  spell  of  photographs  is  certainly  different  from  the  one  that  movies 
weave.  Passivity  is  one  of  photography's  strong  points,  and  detachment  is 
one  of  the  most  resonant  notes  it  can  strike.  The  belief  is  widespread  that 
the  camera  is  a  neutral  observer,  which  makes  the  photographer  a  super- 
human creature  who  can  turn  the  same  cold  machine  on  human  pain  and 
shame  that  lie  turns  on  buildings  and  waterfalls — a  witness-bearer,  not  a 
creator.  Much  of  the  fascination  of  the  still  camera  comes  from  its  function 
as  official  voyeur  for  the  squeamish  public,  its  role  as  professional  spy  on 
the  secrets  of  life,  death,  and  unliving  matter.  And  a  quite  natural  opposing 
desire  has  also  allowed  the  photographer  to  imitate  the  classic  painter,  so 
that  his  vision  and  technique  dominate  his  subject.  But  still  another  view 
envisions  the  camera  as  an  artistic  tool  that  can  engender  its  own  myth,  ro- 
mance, and  drama  as  painting  and  poetry  do.  Considered  that  way,  the  still 
camera  is  a  stage  on  the  way  to  the  movie  camera.  In  order  to  engage  the 
viewer  with  the  haunting  kind  of  narrative  suggested  by  Rembrandt  and 
I)e  Hooch,  by  Turner  or  Manet  and  Degas,  there  had  to  be  movies,  not  just 
photography. 

Movie-goers  know  that  human  warmth  may  seem  to  flow  straight  from 
the  eye  of  the  moving  camera  itself,  without  the  intervention  of  "the  artist's 
hand."  Movement  and  light  create  cinematic  drama  when  the  movie- 
maker's narrative  will  turn  his  eye  on  the  world;  and  in  this  way  they  bring 
it  closer  to  certain  painters'  work  than  still  photographs  can  ever  be.  A  pho- 
tograph may  indeed  repel  and  fascinate,  but  the  images  on  a  movie  screen 
engulf  and  transform;  and  modern  responses  to  movies,  not  to  photo- 
graphs, are  more  like  what  certain  engulfing  painters  of  the  past  were  ob- 
viously after.  The  effect  of  a  "handless  eye"  was  one  of  their  secrets. 

The  greatest  secret  in  the  engulfing  effect  of  modern  cinema  is  the  pro- 
jection of  the  film  image  so  that  light  pours  through  it  onto  a  screen,  and 
cancels  other  sources  of  illumination.  In  the  dark  room,  the  light  comes 
only  from  the  moving  picture,  so  that  it  alone  makes  the  world.  The 
painters  in  the  Northern  tradition  often  tried  for  this  effect,  too,  aiming  for 
a  jewel-like  transparency  that  made  the  picture  seem  to  be  conducting  light 
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through  it,  rather  than  reflecting  externally  applied  light  from  its  modeled 
surfaces.  Many  works  in  the  Northern  style  show  an  illuminating  door  or 
window  at  the  back  or  side,  as  if  to  signal  this  aim  to  be  a  source  of  light 
and  not  a  scheme  for  its  refraction. 

Today,  in  the  Museo  del  Prado  in  Madrid,  Velazquez'  celebrated  paint- 
ing Las  Mannas  is  exhibited  alone  in  a  dark  room  and  lit  invisibly  from  the 
side,  so  that  the  distant  open  doorway  and  tall  windows  inside  the  painting 
seem  to  be  lighting  the  room  in  the  museum,  not  just  the  room  in  the  pic- 
ture. The  picture  seems  projected — it  is  set  up  to  look  like  a  film  shot,  and 
there  is  even  a  barrier  keeping  the  audience  from  approaching  its  surface, 
just  as  in  a  movie  theater.  What  this  arrangement  in  fact  does  is  to  show 
how  much  like  a  film  shot  the  painting  already  looks;  and  it  only  takes  a 
moment  to  imagine  certain  other  works  displayed  the  same  way:  Vermeer's 
and  other  Dutch  artists'  interiors,  for  example,  which  also  have  light-filled 
windows  and  doors,  or  Velazquez'  other  paintings  showing  the  same  kind  of 
ambiguous  action  and  illumination — The  Forge  of  Vulcan  or  The  Spinners 
— or  a  Degas  view  from  backstage  or  a  Caillebotte  street.  The  quasi- 
projected  mode  of  display  reveals  what  Las  Meninas  (and  its  kindred)  is 
really  like:  not  a  photograph,  which  may  sit  frozen  on  the  page,  but  a  cine- 
matic fragment,  an  engulfing,  light-made,  passing  moment. 

Long  before  photography,  chiaroscuro  modes  of  realistic  picture-making 
had  been  developed  in  Northern  Europe,  where  light  itself  is  a  precious 
source  to  be  carefully  tapped.  The  greatest  North  European  painters,  be- 
ginning in  the  fifteenth  century,  used  light  as  if  it  were  alive,  inviting  it  and 
coaxing  it  to  expand  and  create  its  own  visions.  For  Italian  painters,  on  the 
other  hand,  it  was  as  if  the  pervasive  sun  needed  to  be  kept  at  bay,  mediated 
by  art,  diffused  into  colors,  and  tempered  by  modeling  into  refined  shapes. 
The  artist's  skill  intervened  to  modify  the  crude  glare  that  made  phenom- 
ena too  harsh  for  a  direct  gaze.  But  in  paintings  in  the  tradition  of  Van 
Eyck  or  Vermeer,  the  ''reality"  of  the  image  depends  on  the  sense  that  the 
light  of  the  moving  eye  has  been  directly  engaged  by  the  moving  light  on 
separate  phenomena — by  each  illuminated  thing  itself,  not  by  an  idealizing 
version  that  manages  the  lighting  so  as  to  harmonize  each  thing  with  other 
things.  Painted  light,  imitating  the  action  of  seen  light,  can  give  this  sense 
that  the  world  of  the  picture  is  momentarily  actual  and  in  uncertain  motion 
— becoming  seamlessly  part  of  our  own  shifting  world,  even  while  remain- 
ing a  painting  in  a  frame.  It  does  not  fool  or  please  the  eye;  it  is  like  part  of 
the  eye's  usual  experience.  Whether  applied  in  paint  or  by  the  movie  cam- 
era, this  "photographic"  method  gives  a  peculiar  atmosphere  to  the  phe- 
nomena it  records — a  presence,  the  look  of  having  a  distilled  meaning. 

A  painting  made  this  way  does  not  primarily  display  its  forms  outlined 
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and  then  modeled  by  a  painter's  learned  and  informing  hand,  whipped  into 
shape  by  the  brilliance  of  a  tutored  brush;  it  does  not  show  color  seized 
away  from  nature  to  be  a  formal  tool  manipulated  into  leading  its  own  au- 
tonomous life.  It  does  not  show  a  cleverly  created  artificial  space  populated 
by  ravishingly  believable  fictions.  It  seems  to  be  something  the  artist  has 
momentarily  conjured,  not  wrought.  Light  behaves  inside  the  frame  just  as 
it  does  outside  it;  and  the  artist  seems  to  stand  back  saying,  like  the  cam- 
era, Behold  what  there  is.  Scrupulously  hard-edged  details  are  quite  unnec- 
essary to  this  effect — it  can  be  created  entirely  by  tonality  rendered  with 
flecks  and  smudges,  as  in  a  Rembrandt  or  a  Goya,  and  even  with  awk- 
wardly applied  ones,  as  in  a  Manet.  But  it  was  probably  the  exquisitely  me- 
ticulous Van  Eyck  who  first  achieved  entire  success  with  rendering  natural 
lighting.  His  own  understanding  of  its  effect  appears  in  his  inscription  on 
the  Arnolfini  marriage  portrait — "Johannes  de  Eyck  fuit  hie,"  ov  "Jan  van 
Eyck  was  here" — not  only  witnessing  the  wedding  but  "seeing"  the  scene 
into  existence  for  us,  just  as  if  paint  had  nothing  to  do  with  it. 

In  the  fifteenth  century,  one  aspect  of  the  Northern  use  of  light  was  the 
illusionistic  rendering  of  surface.  In  the  great  Flemish  paintings  the  tex- 
tures of  fur  and  glass,  cloth,  gold,  and  skin  were  famous  in  their  time  for 
their  extreme  distinctiveness;  they  even  produced  a  certain  discomfort 
along  with  admiration.  And  here  is  where  the  psychological  dimension  of 
"cinematographic"  image-making  first  appeared.  The  "handless  eye,"  im- 
partially and  relentlessly  focused  on  the  variable  appearances  of  things, 
seems  to  expose  not  just  the  phenomena  but  the  viewer,  too.  Naked  repre- 
sentations of  separate  objects,  using  light  effects  apparently  unedited  by 
an  ideal  of  visual  or  ideological  harmony,  have  an  unsettling  effect.  Things 
that  look  too  individually  real  force  a  relation  to  us,  not  to  each  other.  What 
are  we  to  make  of  them?  Their  perfection  and  their  totality  seem  to  charge 
them  with  meaning:  but  what  do  they  mean?  And  what  are  they  asking  of 
us?  It  is  as  if  the  artist  had  left  the  meaning  to  be  provided  by  the  viewer. 
And  indeed,  allegorical  significance  has  been  energetically  read  into  many 
paintings  in  the  Northern  tradition  as  if  it  had  been  pulled  into  them, 
snared  and  tugged  by  the  sharp  hook  of  the  charged  atmosphere.  The  pres- 
ence of  objects  and  persons  manifested  by  Northern  light  is  a  steady  invi- 
tation, sometimes  an  imperative  demand.  Ambiguous  genre  works  in  the 
seventeenth-century  Dutch  tradition  have  needed  elaborate  moral  meaning 
attached  to  them  in  this  century,  partly  because  of  the  familiar  feelings  of 
mysterious  awareness  and  expectation  they  generate  in  our  cinematic  age. 
Movies  have  taught  us  to  recognize  the  presence  of  meaning  in  uneventful 
scenes  full  of  vivid  objects. 

In  classical  Italian  Renaissance  art,  on  the  other  hand,  phenomena  sub- 
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mitted  to  the  sovereignty  of  creative  will  served  by  a  trained  hand;  and  its 
descendants  have  flourished  in  Baroque  rhetoric,  Rococo  elegance,  Neo- 
classic  and  Romantic  dramaturgy,  Impressionist  vibrance,  and  modern 
formal  abstraction.  The  meaning  of  separate  phenomena  in  a  classic  picture 
primarily  nourishes  the  internal  coherence  of  the  whole.  The  artist  con- 
ducts the  painting  like  a  symphony,  standing  up  in  front;  all  the  parts  serve 
one  artistic  purpose,  however  arbitrary  their  choice  and  arrangement  may 
appear.  The  painting  holds  itself  and  its  meaning  together  in  the  net  of  its 
harmonious  form.  If  it  is  realistic,  any  strange  action  on  the  part  of  pic- 
tured figures,  any  violence,  any  cryptic  arrangements  of  landscape  and  ob- 
jects— as  in  Giorgione's  Tcmpesta,  for  example,  or  Botticelli's  Primavera, 
or  some  Pre-Raphaelite  narrative  works — may  invite  study,  philosophical 
or  theological  speculation,  and  historical  interpretation;  but  they  are  not 
directly  unsettling.  The  subject  itself  does  not  make  uncomfortably  direct 
psychological  demands — although  the  painter  may,  on  his  own  behalf.  The 
composition,  the  palette,  the  crisp  or  fuzzy  rendering,  all  the  carefully 
achieved  unity  of  paint  and  surface  keeps  the  subject  inside  the  world  of 
paint  and  keeps  the  viewer  safe — safe  from  uneasiness,  and  safe  to  feel 
whatever  pleasure  and  profit  that  unity  itself  affords.  No  matter  how  tur- 
bulent or  peculiar  the  action  inside  the  frame,  it  cannot  get  out.  What  does 
get  out  is  the  message  of  art  itself  that  carries  any  subject  in  solution. 
Strong  emotional  demands  are  made,  but  indirectly  by  the  artist  through 
the  paint. 

Actions  and  objects  in  movies  get  straight  at  the  viewer  in  a  way  that  is 
at  odds  with  these  classic  aims  of  painting,  even  before  we  have  considered 
the  difference  between  a  moving  and  a  still  image.  In  their  essential  looks, 
films  move  us  with  a  kind  of  pictorial  demand  that  many  painters  do  not 
ever  wish  to  make — an  unmediated  appeal  that  goes  straight  through  our 
eyes  to  our  feelings  first  and  leaves  the  artist's  artistry  aside.  In  any  realis- 
tic image,  light  and  shadow  do  this  work  better  than  line  and  color,  or  even 
explicit  story  and  action.  Almost  a  century  of  black-and-white  cinema- 
tography has  proved  this,  even  more  than  still  photography;  but  painters, 
and  especially  graphic  artists  working  in  black  and  white,  knew  it  long 
before. 

For  human  creatures  dependent  on  the  sun,  the  action  of  light  has  an  ob- 
vious primal  drama  that  compels  the  human  imagination.  The  universal 
dramatic  relation  between  light  and  vision  has  forced  the  metaphors  for 
achieving  redemption,  for  gaining  understanding,  for  acquiring  knowledge, 
for  all  transcendence.  Consequently,  light  in  figurative  art,  as  Van  Eyck 
discovered,  has  an  edge  over  any  other  formal  element.  If  the  dramatic  ac- 
tion of  ordinary  light  can  be  accurately  represented  in  a  religious  picture, 
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for  example,  the  image  can  manifest  spiritual  transfiguration  simply  by 
showing  the  real  light  of  day  on  the  right  group  of  common  objects.  They 
will  seem  to  fill  with  meaning,  just  as  the  world  seems  to  fill  with  it  when 
dawn  breaks.  And  so  an  ordinary  stable  can  effectively  be  shown  as  the 
sacred  birthplace  of  the  Redeemer,  not  by  applying  stagy  spotlights  or  su- 
pernatural gold  rays,  but  just  by  showing  exactly  how  thin  daylight  filters 
through  the  uneven  timbers  of  a  broken  door.  Two  centuries  later,  a  similar 
rush  of  human  meaning  seems  to  fill  the  room  where  a  woman  is  standing  at 
her  kitchen  window  and  nothing  at  all  is  happening,  except  for  milk  pour- 
ing out  and  light  coming  in  (1.1). 


1.1   JAN  VERMEER,   Woman  Pouring  Milk 
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Light  does  not  stay  still.  The  movie  camera  by  its  very  nature  engages 
our  feelings  about  our  relation  to  the  movement  of  the  earth  and  sun,  sim- 
ply by  making  art  out  of  the  constant  action  of  light,  even  without  showing 
any  other  kind  of  movement.  The  quality  of  movement  in  Vermeer's  still 
kitchen  is  carried  not  in  the  rendering  of  arrested  human  action — it  is  in 
the  surge  of  feeling  that  attaches  to  the  perception  of  light's  motion.  In  a 
picture,  the  offer  of  light's  action  to  the  gazing  eye  is  like  an  offer  of  en- 
lightenment: the  picture  is  a  discovery.  But  at  the  same  time,  the  still 
image  is  a  lesson  in  contingency.  The  discovery  is  not  one  instant,  but  a  dip 
into  a  flow  of  light  that  must  keep  changing,  that  shows  what  both  is  and  is 
not  a  present  moment,  a  moving  present  that  is  always  full  of  both  hope  and 
loss.  And  so  the  Vermeer  is  like  a  sequence  of  movie  frames,  not  like  a  pho- 
tograph that  tries  to  freeze  the  light.  The  still  image  is  laden  with  constant 
shift,  like  still  moments  in  life  itself. 

The  passage  of  every  daylight  hour  changes  the  relationships  between 
light,  shadow,  and  color  in  the  seen  world.  Everything  directly  seen  is  also 
seen  in  motion,  since  light  itself  moves;  and  so  not  only  does  nature  never 
stay  the  same,  it  never  stays  looking  the  same.  Any  mode  of  visual  art,  like 
Vermeer's  or  like  the  movies,  that  makes  this  point  about  light  in  terms  of 
personal  experience  is  bound  to  be  very  affecting.  It  engages  our  deepest 
feelings  about  our  relation  to  time,  vision,  and  material  things,  our  sense  of 
transience.  Movies  do  just  that,  whatever  style  of  film-making  they  are  cast 
in  and  whatever  else  they  do.  And  so  the  dialectic  of  light  and  dark  ensures 
the  emotional  potency  of  any  movie — even  without  an  exciting  scenario  or 
good  acting  and  editing — just  by  representing  the  mutable  chiaroscuro 
that  makes  us  see  and  know  the  mutable  world.  Recent  advances  in  color 
cinematography  are  in  fact  largely  a  matter  of  improvements  in  lighting.  In 
early  color  movies,  the  color  tended  to  flatten  and  deaden  the  natural  chiar- 
oscuro of  the  camera  medium,  and  as  Stanley  Cavell  points  out,  they 
seemed  unreal  and  inexpressive  in  consequence,  less  rather  than  more  like 
nature. 

Movies  redouble  the  effect  of  light's  motion  by  actually  moving.  The  pic- 
ture never  stands  still,  just  as  light  never  does — and  just  as  the  eye  never 
does.  The  moving  eye  is  the  other  half  of  moving  light,  the  analogue  of  the 
individual  desiring  heart  and  searching  mind.  The  fixed  gaze  is  the  prop- 
erty of  death;  the  living  eye  is  in  motion,  always  ranging  for  food.  Again, 
modes  of  art  using  human  experience  for  their  subject  that  both  engage  the 
scanning  eye  and  suggest  its  analogy  to  the  inner  life  can  rely  on  a  raw 
emotional  pull.  In  movies  the  camera  itself  is  the  seeking  gaze,  demanding 
enlightenment,  and  its  choices  can  demonstrate  its  superior  insight:  good 
cinematography  and  editing  give  the  effect  of  satisfying  the  eye's  immedi- 
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ate  prior  longings  at  every  instant.  Ideally,  the  camera  unerringly  finds 
what  the  bodily  eye  and  the  mind's  eye  are  both  unconsciously  lusting  for, 
or  perhaps  dreading. 

The  moving  eye  is  open,  and  it  signifies  openness  to  experience — the 
constant  susceptibility  of  the  individual  inner  life,  which  in  a  sacred  con- 
text used  to  be  called  the  soul.  Imitating  the  movement  of  light  and  eyes, 
films  work  directly  on  the  modern  psyche  in  the  same  way  that  Van  Eyck's 
religious  pictures  once  worked  on  the  fifteenth-century  soul.  The  Flemish 
paintings  were  famous  for  arousing  pious  feeling  almost  too  sensationally 
for  Italian  views  of  artistic  propriety.  They  did  it  not  just  by  shedding  light 
on  the  break  of  woolen  folds  and  the  wrinkling  of  knuckles  (striking  the 
soul  with  truth  as  the  eye  is  struck  with  phenomena),  but  by  putting  the 
sold  itself  into  motion.  In  art,  for  the  soul  to  be  moved,  the  eye  must  move; 
and  so,  quite  apart  from  the  light,  the  painting  must  move. 

To  make  this  happen,  the  picture  plane,  the  effect  of  a  flat,  fixed,  and 
containing  surface,  must  seem  to  disappear.  Natural  lighting  goes  a  long 
way  toward  creating  this  illusion,  but  it  is  not  the  only  thing  that  does.  The 
forms  inside  the  frame  can  be  so  arranged  that  the  frame  itself  seems  to  be 
moving  through  space  and  the  action  inside  it  perpetually  going  on.  The  eye 
may  move  over  it,  or  even  in  and  out  of  it,  with  the  random  scan  it  uses  on 
real  life.  This  sense  of  the  frame  potentially  moving  from  side  to  side  or  up 
and  down  is  given  by  compositions  that  are  deliberately  made  to  seem  arbi- 
trary— that  are  made  so  that  the  painting  seems  to  say,  If  you  look  at  this 
scene  from  just  here  for  a  moment,  everything  arranges  itself  like  this;  but 
you  can  plainly  see  that  a  slightly  different  view  would  do  just  as  well.  You 
could  obviously  shift  a  bit  to  the  left,  or  climb  up  on  something  and  look 
down:  you  might  just  see  some  more  of  the  horse  over  here,  or  less  of  the 
shrubbery  over  there,  more  sky  or  fewer  townsfolk.  Maybe  you  will  in  a  min- 
ute. The  visual  field  is  offered  as  subject  to  rearrangement,  just  as  it  is  in 
the  daily  life  of  the  eye,  and  of  the  attention,  and  of  the  feelings. 

Paintings  that  suggest  this  turn  the  plane  into  an  empty  screen  where 
action  in  and  out  and  to  and  fro  is  always  imminent,  and  the  floating  eye 
and  soul  are  exposed  to  unknown  possibilities.  This  effect  appears  in  Hugo 
van  der  Goes,  but  it  shows  up  much  later  in  Goya  and  many  others  well  be- 
fore movies.  Such  art  unsettles  rather  than  pleases,  and  raises  expectations 
rather  than  satisfying  them.  Like  film  it  suggests  a  great  deal  more  than  it 
states  and  makes  strong,  if  unarticulated,  demands  on  the  individual 
viewer. 

All  these  effects  are  naturally  stronger  when  the  subject  matter  inside 
the  frame  is  familiar  and  conventional.  The  possibilities  suggested  beyond 
the  frame,  or  in  a  differently  chosen  frame,  can  make  a  sacred  or  a  trite 
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subject  ambiguous  and  suggestively  incomplete — they  make  a  Flemish  An- 
nunciation, for  example,  into  a  scene  of  present  expectancy  rather  than  rit- 
ual mystery,  or  a  Degas  nude  in  her  bath  disturbing  instead  of  pleasant. 
The  "fixing"  of  the  image  has  been  done  so  that  it  keeps  our  private  feeling 
on  the  move;  the  demand  on  the  viewer  is  for  a  vital  sort  of  meditation,  a 
condition  of  steady  psychic  action — as  in  dreaming,  fantasizing,  or  in  ordi- 
nary seeing.  By  painting  of  this  kind,  we  are  never  really  taken  out  of  our- 
selves; we  are  meant  to  stay  in  ourselves  as  we  participate.  And  the  picture 
seems  to  keep  shifting  to  include  our  inner  movements  in  its  own  motion,  to 
allow  room  for  our  unconscious  lives. 

There  are  more  ways  to  make  a  still  painting  move.  A  painter  may  avoid 
familiarly  stylized  cadences  for  the  figural  poses,  and  so  achieve  the  look  of 
unfinished  progression.  This  means  insisting  on  a  slight  ambiguity  of 
human  forms,  so  that  the  shapes  taken  by  moving  bodies  become  abstract 
and  unfitted  to  standard  notions  of  proper  pictorial  action.  The  kneeling 
and  the  marching,  the  registering  of  grief  or  surprise  cannot  be  immedi- 
ately "read":  they  must  be  watched.  Georges  de  la  Tour,  like  Rembrandt, 
was  very  good  at  this — it  is  an  anti-classic  strategy  of  great  force.  Simi- 
larly, by  tipping  down  the  pictured  floor,  a  painter  can  keep  the  frame  mov- 
ing toward  us,  mysteriously  enlarging  so  that  we  feel  invited  to  move  into 
the  picture.  At  the  same  time  the  reverse  motion  occurs:  in  the  small  Dutch 
interiors  with  visible  distant  openings,  the  picture  is  both  coming  to  en- 
close us  and  retreating,  drawing  us  with  it  after  the  light.  This  is  the  en- 
gulfing effect,  a  cameralike  movement  that  comes  to  claim  the  viewer,  ac- 
knowledging no  barrier  between  the  action  and  his  inner  life. 

The  effect  is  the  opposite  of  the  one  that  stays  at  a  fixed  distance  inside 
a  still  frame  and  weaves  its  pictorial  spell  to  entrance  us  into  stillness  be- 
fore it.  That  is  the  effect  of  pictures  by  Leonardo  or  Rubens,  for  example, 
at  which  the  eye  tends  to  stare  as  at  a  whirling  gold  watch,  and  the  feet  to 
stand  rooted — or  even  to  back  away  in  awe.  The  perfect  perspective  in  a 
Piero  della  Francesca  has  a  similar  effect.  The  movement  inside  such  a  pic- 
ture is  autonomous,  the  vibrations  self-generated.  It  is  an  incantation, 
humming  with  the  interplay  of  color,  the  accord  of  shapes  and  volumes,  the 
poetry  of  line,  or  with  the  dazzling  array  of  visible  strokes  dealt  by  a  mas- 
terly wrist,  tracks  that  the  ensorcelled  eye  cannot  resist  tracing  in  their 
dance  around  the  confines  of  the  plane.  Realistic  narrative  couched  in  such 
terms  exerts  an  enormous  power:  the  action  has  been  woven  like  a  charm 
and  seems  like  fate.  But  it  is  a  general  fate,  never  connected  with  our  own 
private  destiny  as  we  can  feel  it. 

Gazing  at  some  great  paintings  in  that  mode  can  turn  you  to  stone  or 
stop  your  breath.  They  invoke  the  artifice  of  eternity  and  transcend  the 
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common  business  of  living,  even  while  they  may  portray  it.  But  the  "mov- 
ing" picture  invites  the  eye  both  to  move  into  the  picture  and  then  to  stay 
free  inside  it,  free  to  scan,  to  pause,  to  close  in  and  move  back,  to  find  its 
own  path.  The  uncertain  path  of  private  feeling  is  correspondingly  opened 
up,  and  so  we  project  the  motions  of  our  own  souls  into  the  picture  to  en- 
gage with  the  action. 

In  paintings  by  Rembrandt  such  as  the  very  late  Conspiracy  of  Claudius 
Civilis  in  Stockholm  (1.2),  for  example,  or  the  1646  Adoration  of  the  Shep- 
herds (1.3)  in  Munich,  inspired  lighting  puts  the  atmosphere  into  motion,  so 
that  it  overflows  the  space  and  reaches  toward  the  viewer;  meanwhile  the 
figure  style  and  compositional  mode  suggest  continuous  behavior  in  a 
shifting  frame.  The  result  is  moving  drama  without  strong  color,  vigorous 
action,  or  surface  detail.  Its  motion  moves  us,  whatever  Rembrandt's  sub- 
ject; and  we  answer  with  that  emotional  response  which  automatically  fol- 
lows the  response  of  the  eye  to  light.  The  narrative  action  inside  the  picture 
is  psychologically  freighted  in  advance  and  needs  no  theatrical  emphasis  or 
conventional  rhetoric.  Gestures  and  postures,  facial  expressions  and  drap- 
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ery  movements  are  muted,  unstylized,  and  unfocused,  and  yet  achieve  max- 
imum impact. 

Using  almost  no  figures  at  all,  Turner  achieved  a  similar  charged  emo- 
tional effect  with  landscape  two  centuries  later  by  using  light  as  if  it  were 
the  agent  of  physical  turbulence  and  cataclysm.  The  great  Turners  are  cine- 
matic because  of  this  method — the  light  works  directly  on  the  feelings,  so 
as  to  render  wind  and  water  in  its  distinctively  emotional  terms.  No  de- 
tachment about  the  scene  portrayed  is  permissible  or  even  possible.  You  are 
there. 

Motion  and  Narrative 

Because  they  are  made  out  of  forward  movement,  as  well  as  out  of  the  fun- 
damentals of  light  and  shadow,  films  are  essentially  dramatic  and  not  the- 
atrical. Drama  orders  action  as  meaning,  and  experiencing  the  movement 
of  time  is  necessary  to  it,  whereas  theater  can  be  static  like  an  emblem  or  an 
epiphany — the  significant  action  may  all  be  simultaneous,  and  may  consist 
of  some  timeless  and  constant  interaction.  Botticelli's  Birth  of  Venus,  for 
example  (1.4),  like  many  Italian  Renaissance  paintings,  is  a  piece  of  the- 
ater— an  apparition,  not  a  dramatic  scene.  Even  though  it  purports  to  show 
an  event,  everything  is  present  at  once  and  all  relationships  already  com- 
pleted, only  waiting  to  be  deciphered  by  the  viewer.  The  pictured  move- 
ments of  waves,  limbs,  hair,  fabric,  and  wind  go  nowhere  but  remain 
stationary,  standing  for  the  eternal,  celestial  mosaic  that  holds  all  things  in 
orbit,  here  shown  fixed  and  recycling  forever. 

By  contrast,  movies,  like  Shakespeare's  plays  and  Greek  tragedies,  are 
always  going  somewhere  unknown  and  taking  us  with  them.  Drama  de- 
mands this  device.  Nevertheless  they  also  remain  pictures,  even  if  they  do 
not  fit  into  Botticelli's  pictorial  universe.  They  do  fit  into  Rembrandt's  and 
Goya's — that  is,  into  a  scheme  of  expression  founded  on  the  dialectic  of 
night  and  day,  and  the  progress  through  them  that  produces  the  next  day 
and  night,  and  the  next.  In  this  pictorial  tradition,  all  other  seen  movement 
is  subject  to  the  intractable  movement  through  time — the  movement  ex- 
pressed by  the  motion  of  earthly  light  and  its  corollary  darkness.  In  still 
pictures,  that  motion  is  perceptible  only  through  the  fluid  action  of  the  eye, 
which  also  mirrors  the  uncertain  journey  of  personal  experience — the  inner 
state,  subject  to  outer  circumstance.  Pictures  that  appeal  to  this  connec- 
tion between  time  and  consciousness  point  up  the  fact  that  the  timeless  uni- 
verse is  an  absolute  void,  outer  darkness:  there  is  no  cosmic  harmony  that 
we  can  actually  see.  Human  seeing  means  only  seeing  something,  never  ev- 
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1.4   SANDRO  BOTTICELLI,   The  Birth  of  Venus 

erything;  the  view  is  subjective,  always  from  here — as  the  light  shows.  This 
is  the  fundamental  stuff  of  drama;  and  the  cinematic  kind  of  art  demon- 
strates it,  using  chiaroscuro  pictures  to  engage  us  in  it.  In  film  art,  it  puts 
the  pictures  into  an  actual  moving  sequence. 

Even  if  the  movie  camera  sits  on  a  motionless  subject,  the  film  is  still 
moving  and  we  are  still  waiting,  expectant  and  responding,  our  eyes  and 
spirits  in  motion.  Movies  that  end  with  fade-outs  on  continuing  action,  or 
more  recently  with  freeze-frames,  show  how  endlessness  is  at  the  core  of  the 
medium — no  tableau  can  put  a  true  stop  to  visual  flow  or  to  the  flow  of  time 
and  feeling.  The  drama  itself  is  propelled  by  editing  and  montage  that 
make  direct  shifts  from  one  moving  picture  to  another  without  waiting  for 
any  closure  or  cadence  inside  the  frame  to  signal  the  completion  of  the 
message.  This  situation  is  in  fact  what  makes  film  part  of  an  old  artistic 
tradition,  a  modern  development  in  the  history  of  infinite  pictures  rather 
than  of  finite  theater. 

Anything  can  be  a  story  in  film's  distinctive  pictorial  mode,  where  mean- 
ing is  alive  in  the  very  medium  and  feeling  is  de  facto  engaged.  Inevitably, 
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movies  became  a  popular  narrative  form,  and  they  seemed  to  be  aimed  in  a 
different  direction  from  the  one  taken  by  modern  painters.  Especially  in 
the  United  States,  movies  naturally  allied  themselves  with  the  persuasive 
arts  of  entertainment  and  propaganda,  during  the  same  period  when  mod- 
ern painting  was  succeeding  more  and  more  in  detaching  itself  from  those 
things.  Still  photography  also  became  a  form  of  modern  art  directed  away 
from  sensationalism  and  toward  a  formal  seriousness  that  ensured  an  ac- 
companying high  esthetic  status.  Only  photojournalists  and  certain  pho- 
tographers in  the  documentary  style,  developing  their  medium  at  the  same 
time,  showed  an  affinity  with  cinematic  illustration.  Movie-making  became 
show  business,  carried  on  by  a  huge  industry  mounting  vast  collaborative 
efforts  to  please  the  public  and  make  a  profit:  whereas  paintings,  and  artis- 
tic photographs,  were  perceived  to  be  the  inspired  works  of  single  individ- 
uals pursuing  esthetic  goals  in  preference  to  worldly  aims.  The  dramatic 
pictorial  narratives  of  film  art  flourished  for  decades  in  Hollywood,  far 
away  from  modern  painters'  studios.  The  brilliant  art  direction  and  cine- 
matography that  created  the  visual  flavor  of  popular  movies  operated  in 
their  own  separate  universe. 

As  art  critics  of  our  own  time  began  to  view  painters  of  the  past  with 
modernist  and  formalist  eyes,  movies  lost  their  connection  not  only  with 
modern  art  but  with  art  history.  "Fine  Art"  could  be  referred  to  in  movies 
only  by  making  use  of  visual  allusions  to  a  known  work  of  art;  but  these  al- 
lusions explicitly  sought  to  suppress  the  cinematic  nature  of  film,  instead 
of  demonstrating  constitutional  affinities  between  earlier  pictures  and  the 
art  of  movies.  Meanwhile  an  independent  art  of  cinema  was  generated,  as 
film-makers  developed  the  medium  on  its  own  terms,  referring  and  allud- 
ing to  the  works  of  its  own  past,  and  its  distance  from  painting  seemed  to 
increase.  By  our  day,  film  is  thought  to  have  more  affinities  with  the  whole 
history  of  literary  fictions,  novels  in  particular,  than  with  painting.  The 
steady  engagement  of  common  fantasy  and  the  multi-layered  character  of 
film  art  give  it  an  obvious  poetic  dimension;  to  scholars  of  poetics,  movies 
seem  like  models  of  modern  poetic  consciousness,  and  by  now  the  entire 
corpus  of  film  history  may  be  viewed  in  the  light  of  such  an  awareness.  But 
the  actual  pictorial  vessel  in  which  it  is  all  carried  has  its  own  significant 
aptitude  for  this  poetic  and  narrative  work.  The  power  of  the  cinematic 
method  of  picture-making,  already  established  during  centuries  of  realistic 
painting  in  the  tradition  begun  by  the  Flemish,  never  lost  its  hold.  Its  abil- 
ity to  engage,  mystify,  and  unnerve  the  beholder  now  serves  the  art  of 
movies  in  the  same  way  it  always  did. 

It  is  sometimes  said  that  movies  carry  on  the  tradition  of  spectacular 
historical  narrative  and  fictional  anecdote  in  painting.  With  respect  to  sub- 
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jeet  matter,  they  certainly  have  done  so.  Costume  epics  are  supposed  to 
correspond  to  the  history  paintings  of  Delaroche,  Meissonier,  and  Gerome, 
or  of  Lord  Leighton,  Poynter,  and  Alma-Tadema.  By  the  same  token  one 
might  argue  that  film  melodramas  and  domestic  comedies  carry  on  the  nar- 
rative art  derived  from  the  descriptive  and  somewhat  coy  Dutch  genre 
scenes  of  the  later  seventeenth  century — those  by  Metsn,  Netscher,  and 
Van  Mieris — and  continued  during  the  eighteenth  and  nineteenth  cen- 
turies when  translated  into  the  language  of  Greuze  and  Fragonard,  or  of 
Wilkie,  Faed,  and  Frith.  This  descriptive  style  was  the  mold  in  which  most 
historical  and  anecdotal  painting  of  those  two  centuries  was  cast;  but  ex- 
cept for  the  themes,  there  is  hardly  anything  cinematic  about  the  way  any 
of  it  looks. 

Lawrence  Gowing  has  pointed  out  an  important  difference  between  what 
Vermeer  does  and  what  Dou  and  Steen  do,  when  they  paint  a  woman  work- 
ing in  a  kitchen  or  a  group  sitting  around  a  table.  It  boils  down  to  the  dif- 
ference between  letting  us  see  something  and  carefully  describing  it  to  us. 
Any  Vermeer  scene,  like  a  film  shot,  is  rendered  in  terms  of  revelation 
through  light,  the  constant  agent  of  possibility.  It  avoids  the  clever  manip- 
ulations of  drawing  and  composition  that  govern  a  Steen  or  a  Dou,  whereby 
our  eyes  and  minds  are  pushed  into  accepting  a  preconceived  shape,  a  way 
for  things  to  look  that  we  expect.  The  subdued  drama  between  men  and 
women  in  Vermeer  appears  to  be  unfolding  and  even  escaping  the  frame  as 
we  watch;  but  in  Steen  and  Dou  the  scene  is  ostensive,  complete  within  the 
frame,  unveiled  as  on  a  stage,  and  accompanied  by  an  explanatory  gloss. 

The  gloss  is  pictorial.  It  is  the  visible  choice  made  to  expound  a  scene  ac- 
cording to  a  set  of  stylistic  rules  for  composition,  modeling,  and  delinea- 
tion, a  scheme  that  the  painter  knows  the  beholder  has  previously 
assimilated  as  a  language  suitable  for  carrying  the  intended  meanings. 
Thus  knowing  conies  before  seeing,  not  during  it;  expectations  are  satis- 
fied, not  mysteriously  raised,  and  so  a  comfortable  relation  between  picture 
and  viewer  is  maintained.  Thousands  of  nineteenth-century  narrative 
paintings  devoted  to  startling  incident  or  heroic  action  have  this  textual 
flavor — and  such  works  are  basically  at  odds  with  cinema,  no  matter  how 
meticulous  and  naturalistic  the  historical  details  or  how  sensational  the 
subject.  They  are  always  more  like  the  lucid  theater  of  Botticelli  or  the 
spectacles  staged  by  Rubens  than  the  ambiguous  drama  of  Rembrandt. 

The  narrative  meaning  in  cinematic  art  is  discovered  by  absorbing  the 
sequence  of  pictures  directly,  not  by  reading  them  and  understanding 
them.  Watching  a  movie,  you  have  no  time  to  read;  you  are  immersed  in  the 
pool,  not  looking  at  its  surface,  and  you  must  swim.  Such  unmediated  vi- 
sion is  also  offered  by  many  painters,  but  not  the  ones  giving  the  leisurely 
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entertainment  provided  by  Frith  and  Meissonier,  the  sensuous  pleasure 
produced  by  Titian  and  Delacroix,  or  the  intellectual  exercise  afforded  by 
much  Pre-Raphaelite  art.  Good  movies,  and  what  I  am  calling  proto- 
cinematic  paintings,  sustain  a  drama  of  imminent  disclosure  and  incipient 
revelation.  The  story  is  not  explained  to  an  audience  but  revealed  to  a  par- 
ticipant. The  scene  of  expectation  is  uneasy:  what  is  going  to  happen?  Not 
in  the  plot,  but  simply  before  our  eyes.  It  will  not  necessarily  be  terrible  or 
wonderful,  just  something  not  yet  seen.  Such  an  atmosphere  can  invest  a 
neutral  or  tranquil  scene  with  meaning  when  there  is  as  yet  nothing  obvious 
to  mean — the  sense  that  it  is  about  to  mean  something.  Paintings  that  con- 
vey this  feeling  tend  not  to  repay  a  minute,  satisfying  study  of  many  de- 
tails. They  seem  to  demand  glancing  at,  glancing  away,  and  then  glancing 
back,  as  if  the  eye  had  missed  something  it  might  yet  apprehend  the  next 
instant.  They  bear  watching.  Details  may  indeed  abound,  but  no  study 
yields  an  obvious  relationship  among  them,  only  the  strong  sense  of  immi- 
nent meaning  for  us. 

The  great  scenic  painters  of  the  eighteenth  and  nineteenth  centuries 
produced  something  less  like  movies  and  more  like  the  sensational  histori- 
cal novels  of  Walter  Scott,  which  were  very  theatrical  in  conception  and  vi- 
sual detail.  The  stage  of  Scott's  time  followed  a  reciprocal  pattern  when  it 
adapted  his  books,  using  tableaux  and  theatrical  arrangements  taken  from 
historical  paintings.  The  literary  ground  on  which  most  historical  narrative 
paintings  stood  and  the  language-like  mode  in  which  they  were  often  set 
forth  gave  them  a  staged  flavor  to  begin  with,  and  they  were  often  founded 
on  respected  models  derived  from  the  classic  Renaissance  "theatrical" 
style. 

Nothing  is  more  unsettling  than  to  look  at  some  significant-seeming 
communication  and  feel,  I  can't  read  this.  What  is  it  about"?  Yet  much  movie 
power  is  generated  by  that  very  circumstance — maybe  Til  get  it  in  a  min- 
ute; I'll  keep  watching.  Other  cognition  comes  quite  easily;  only  logical  or 
"textual"  comprehension  eludes.  Watching  movies  is  in  fact  accomplished 
in  these  conditions,  with  ambiguity  as  a  given,  each  shot  full  of  what  hasn't 
yet  happened,  may  happen,  may  be  actually  happening  but  be  inexplicable 
until  later,  or  may  be  present  but  never  need  explaining.  This  is  character- 
istic of  the  cinematic  mode.  Any  unfolding  drama  may  contain  the  presence 
of  phenomena  that  contribute  mightily  to  the  audience's  engagement  in  the 
action,  but  also  fail  to  convey  any  readable  meaning. 

Material  objects — cars,  buildings,  trees,  chairs — are  poetic  in  purely 
pictorial  ways:  they  are  themselves  potential  characters  in  the  cinematic 
drama,  not  inanimate  properties  invested  with  meaning  from  elsewhere. 
Paintings  in  which  ordinary  objects  are  filled  with  their  own  self-aware 
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breathing  life,  and  seem  independently  to  claim  a  share  in  the  drama's  un- 
known further  developments — not  obediently  to  support  its  patent  certain- 
ties— are  the  forerunners  of  film.  The  objects  in  Van  Eyck's  marriage 
portrait  are  like  this;  so  are  the  ones  in  Manet's  Luncheon  in  the  Studio.  So, 
too,  are  the  buildings  in  a  street  scene  by  Berckheyde  or  the  parts  of  church 
interiors  by  Emanuel  de  Witte,  or  the  water  and  fire  in  Turner's  visions. 
These  paintings  are  not  anecdotal,  but  they  are  infinitely  dramatic,  full  of 
promise  and  continuous  suggestion. 

Painting  became  deeply  divided  and  sharply  compromised  in  France 
after  the  middle  of  the  last  century,  soon  after  the  camera  made  its  appear- 
ance. The  new  fundamentalist  Realism  propounded  and  practiced  by  Cour- 
bet  and  other  painters  of  his  generation  demanded  acute  currency  of 
subject  and  unrhetorical  honesty  of  execution,  instead  of  established 
themes  suavely  rendered  in  standard  artistic  terms.  The  new  ideals  of 
French  Realism  were  later  refined  by  the  Impressionists  and  expanded  by 
Symbolist  painters  seeking  to  render  imaginative  rather  than  optical  or  po- 
litical realities.  In  part  inspired  by  the  advance  of  science,  Realism  led  still 
further,  to  an  extreme  concern  with  ultimate  structure;  and  advanced 
painters  took  a  narrowing  path  toward  a  realism  expressed  in  the  abstrac- 
tion and  reduction  of  form.  In  this  long  process,  avowedly  narrative  and 
illustrative  painting  lost  out  and  lost  caste — lost  "reality"  of  a  kind — 
without,  however,  losing  any  power. 

Both  the  showing  and  telling  of  stories  never  ceased  being  done  in  pic- 
tures, but  their  continuing  life  was  nourished  in  the  graphic  arts,  where  the 
narrative  tradition  had  great  cumulative  force  and  all  the  unbroken  author- 
ity of  popular  art.  These  printed  media,  however,  had  many  of  the  same  an- 
tecedents in  the  great  "cinematic"  art  of  the  past,  and  a  similar  license  to 
concentrate  on  an  economy  of  emotional  effect.  I  will  eventually  try  to  show 
that  there  is  much  more  formal  affinity  between  movies  and  dramatic 
black-and-white  nineteenth-century  illustration  than  between  movies  and 
most  narrative  Salon-painting  of  the  same  period. 

The  swift  establishment  of  the  camera  could  only  complicate  the  prog- 
ress of  mid-nineteenth-century  Realism  in  painting.  Peter  Galassi  has  dem- 
onstrated how  a  generation  of  painters  in  several  traditions  had  been 
experimenting  with  new  ways  to  convey  visual  actualities  and  had  created 
an  artistic  climate  for  the  camera's  invention  and  acceptance.  As  early  as 
the  late  eighteenth  century,  casual  views,  ambiguous  scenes,  and  unpre- 
possessing subject  matter  viewed  from  odd  angles  had  begun  to  concern 
certain  painters,  almost  as  if  the  scanning  or  tracking  action  of  a  possible 
camera  were  more  interesting  than  an  ability  to  fix  details.  More  than  antic- 
ipating photography,  they  seemed  to  have  been  searching  for  a  cinema- 
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tography  that  could  at  that  time  only  occur  in  still  art.  The  camera  itself 
had  to  catch  up  only  in  this  century. 

Even  though  the  first  photographs  were  monochromatic,  the  new  pic- 
tures made  by  "the  pencil  of  nature"  were  unanswerably  "real"  when  it 
came  to  the  look  of  light  on  surfaces  and  the  random  look  of  natural  things 
— the  action  of  water,  the  clustering  of  branches,  the  flow  of  hair  and  cloth, 
and  the  minute  details  of  faces.  Despite  their  veracity,  however,  early  pho- 
tographs were  hard  for  some  art-trained  viewers  to  "see" — one  lady  spoke 
of  leaves  resembling  "bits  of  tin."  Then  and  for  a  long  time  afterward,  the 
mechanical  camera  eye  seemed  to  many  to  be  obviously  soulless  and  de- 
tached from  feeling,  and  only  the  creative  artist's  eye  could  still  claim  to  be 
imaginative  and  personal;  and  so  camera  art  early  on  became  commonly  as- 
sociated with  heartless  and  chilly  academism.  "Photographic"  came  to 
mean  congealed  in  an  aspic  of  perfect  details,  not  informed  with  a  new  di- 
mension of  light  and  motion. 

But  the  poetics  of  camera  art  developed  quickly  enough,  and  much  inter- 
course with  painting  began  to  occur  as  both  painters  and  photographers  re- 
sponded to  emotional  flavors  in  the  formal  properties  of  photographs.  It 
was  then,  in  the  1860's,  that  Vermeer  was  rediscovered  and  revived,  the 
work  of  Frans  Hals  was  first  exhibited  in  its  own  museum  at  The  Hague, 
and  many  painters  paid  new  attention  to  Dutch  art  because  it  seemed  to 
prefigure  modern  artistic  concerns,  now  that  the  camera  had  come  to  add 
to  them.  I  would  claim  that  a  future  cinema  seemed  to  lurk  in  these  old 
works,  and  that  painters  could  see  it  there,  even  if  photographers  had  not 
yet  gone  so  far. 

But  the  camera  sat  uncomfortably  between  high  and  low  art,  where  it 
still  remains.  Photography  might  propose  a  new  set  of  possibilities  for 
painting  and  itself  draw  upon  old  ones;  but  at  the  same  time  it  was  simply 
the  newest  and  most  mechanical  graphic  art,  obviously  open  to  corruption, 
clearly  ready  to  become  a  tool,  like  many  others,  to  be  used  mainly  for  com- 
mercial purposes.  Among  the  several  nearly  simultaneous  inventors  of  pho- 
tography, some  in  fact  came  upon  it  while  searching  for  an  improved 
reproductive  method  that  might  increase  the  commercial  scope  of  all 
picture-making.  Although  the  engraved  reproduction  of  paintings  had  been 
an  established  branch  of  graphic  art  for  centuries,  it  was  exclusive  and  ex- 
pensive. It  had  much  more  importance  for  artists  and  connoisseurs  than  for 
the  public  at  large,  who  were  consumers  of  all  the  popular  political,  com- 
mercial, and  crude  religious  imagery  flooding  Europe  since  the  invention 
of  printing  itself.  Cheaper,  more  generally  accessible,  and  more  accurate 
reproductive  methods  were  constantly  being  sought  and  tried;  but  it  was 
the  camera  that  made  the  greatest  leap. 
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The  most  important  result  of  the  camera  s  development  was  a  kind  of 
synthesis  of  high  and  low  art.  Through  photographic  reproduction,  great 
paintings  could  be  instantly  transmuted  directly  into  popular  imagery  as 
photographs.  Their  real  looks,  their  basic  beauties  and  virtues  could  be  ex- 
posed to  everyone,  in  the  same  medium  that  exposed  the  beauties  of  the  ci- 
tyscape,  the  half-open  blossom,  or  the  neighbor's  kids — and  the  same  one 
that  also  entertained  and  swayed  the  eager  public  with  all  kinds  of  crude, 
slick,  funny,  or  sentimental  junk.  And  so  the  Mona  Lisa  and  Vermeer's 
woman  pouring  milk  could  become  part  of  everyone's  visual  consciousness, 
and  influence  everyone's  unconscious  idea  of  how  a  picture  of  a  woman 
looks — or  can  be  made  to  look  for  certain  reasons — right  along  with  Garbo 
and  Grandma,  the  girl  in  the  beer  ad  and  the  stricken  widow  in  the  news- 
paper. 

Movies  are  the  richest  art  that  grew  out  of  this  synthetic  vision  created 
by  the  camera.  Film-makers  can  now  draw  directly,  even  largely  uncon- 
sciously, on  the  great  art  of  the  past,  because  the  camera  itself  has  long 
since  taken  possession  of  it  all.  Movies  have  built  on  the  visual  past,  using 
old  artistic  means  and  translating  them  directly  into  film — an  activity 
quite  distinct  from  the  mere  allusion  to  actual  paintings.  The  best  film- 
imagery,  the  stuff  that  makes  movies  the  art  they  are,  derives  its  power 
from  the  expressive  methods  used  for  centuries  in  the  kind  of  realist  art 
devoted  to  evoking  subjective  experience.  The  camera,  being  both  a  popular 
graphic  medium  and  a  reproductive  mirror  through  which  such  art  became 
accessible,  has  allowed  the  movies  to  carry  it  on. 


Black  and  White 

Because  it  is  both  "reproductive"  and  "creative"  and  may  copy  or  fake  as 
easily  as  invent,  graphic  art  is  situated  at  a  crossroads,  a  meeting  place  for 
the  most  refined  and  the  crudest  aims.  It  is  the  largely  unacknowledged 
brothel  of  art,  to  which  high  thought,  low  feeling,  and  commercial  interest 
all  resort,  to  make  use  of  the  same  commodities  on  an  equal  footing.  Popu- 
lar graphic  art,  which  everyone  sees  without  looking  at  it,  gave  direct  un- 
derground nourishment  to  all  the  flowers  of  fine  art  achieved  at  a  carefully 
great  distance  from  it,  and  also  provided  most  of  the  visual  education  of 
the  audience  for  fine  art.  Meanwhile  the  world's  great  paintings  and  sculp- 
tures were  gradually  transmuted  by  reproduction  into  popular  graphic  art 
themselves,  entering  the  stream  of  public  consciousness  and  plunging 
below  that  into  the  public  unconscious,  to  help  nurture  all  visual  life.  For 
centuries,  this  reproduction  of  great  art,  like  most  popular  art,  was  real- 
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ized  in  some  kind  of  black-and-white  medium;  and  consequently  the  lan- 
guage of  monochrome  vision  has  been  the  great  lingua  franca  of  Western 
art. 

''Graphic"  means  "like  writing";  it  now  also  means  "like  truth."  These 
two  meanings  combine  and  diverge  when  pictures  are  the  issue.  From  the 
early  sixteenth  century  until  well  into  the  nineteenth,  most  pictorial  repro- 
ductions of  both  sculpture  and  painting  were  black-and-white  prints  done 
by  professional  engravers,  who  copied  onto  metal  plates  from  drawings, 
which  had  in  turn  been  copied  by  a  hand  still  different  from  the  one  that 
had  made  the  original  works.  The  outlines,  spatial  arrangements,  and  tonal 
modeling  of  any  work  might  be  fairly  well  conveyed  by  such  reproductions, 
but  they  were  essentially  "written"  versions,  translations  through  several 
stages  into  a  purely  graphic  language  remote  from  paint  or  marble. 

The  black  and  white  that  gave  them  life  was  the  same  kind  that  vivifies 
words  printed  on  paper.  All  the  old  engraved  emblem-books  carrying  sig- 
nificant pictures  inseparable  from  texts  only  confirmed  the  sense  that  an 
engraving  of  a  painting  was  an  especially  meaningful  "reading"  of  it,  as  if 
it  were  a  text  itself — perhaps  even  a  clearer  reading  than  the  direct  gaze, 
dazzled  by  color,  could  rightly  apprehend  from  the  original.  Many  paint- 
ings reproduced  as  engravings  were  accompanied  by  verses  printed  under- 
neath that  expounded  or  described  them  (sometimes  wrongly,  as  in  the  case 
of  the  famous  Terborch  brothel  scene  called  Fatherly  Advice  only  in  repro- 
duction). Printed  versions  of  paintings  were  thus  rendered  authoritative  by 
association  with  printed  words.  With  the  spread  of  illustrated  books  in  the 
sixteenth  century,  black-and-white  pictures  also  became  tools  of  instruc- 
tion, some  of  them  diagrams  and  maps.  These  were  offered  in  the  same 
clean  and  regular  lines  used  to  shade  the  curves  of  realistic  botanical 
specimens,  or  to  clarify  the  walls  of  pictured  fortifications.  Similar  crisp 
lines  would  march  alongside,  in  platoons  of  words  formed  to  escort  the 
images  with  all  the  strength  of  printed  type  straight  into  the  viewer's 
understanding. 

These  early  combinations  of  printed  words  and  pictures  helped  to  form 
the  association  between  black-and-white  printed  representations  and  un- 
adorned truthfulness  that  gives  the  term  "graphic"  one  of  its  meanings.  We 
have  built  on  this  association  the  idea  that  if  a  picture  is  in  black  and  white, 
it  can  be  apprehended  more  clearly,  even  though  it  may  be  enjoyed  less.  By 
extension,  photographs  and  movies  in  black  and  white  are  considered  good 
because  they  are  so  true,  not  because  they  are  so  real.  Their  often  brilliant 
beauty  rests  on  this.  "Living  color"  may  be  more  lifelike  and  more  deli- 
cious, but,  like  life  itself,  it  is  also  more  distracting,  entrancing  and  mis- 
leading. We  are  back  to  Rembrandt  and  the  power  of  chiaroscuro  to  invoke 
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the  soul  rather  than  please  the  senses — and  thus  to  stand  for  unadorned 
psychological  truth,  rather  than  the  abstract  fictions  made  possible  by  the 
limitless  orchestration  of  color. 

Graphic  and  photographic  modes  here  overlap.  In  pictorial  illustration 
or  narrative  art,  photo-graphic  black-and-white  rendering  (the  chiaroscuro 
mode,  whether  done  by  a  camera  or  etching,  lithography  or  ink  and  wash) 
has  the  power  to  suggest  both  the  objective  truth  of  printed  matter  and  the 
subjective  truth  of  feeling,  which  is  signified  by  the  image  of  presently  fall- 
ing light  that  must  always  illuminate  one  particular  point  of  view.  It  has  a 
distilled  intensity  that  carries  over  easily  from  the  etchings  of  Rembrandt, 
Piranesi,  and  Goya  straight  into  the  documentary  style  of  photography  and 
on  into  film  noir.  Circumstances  and  events  offered  in  this  pictorial  mode 
have  double  impact,  given  the  interaction  between  their  two  ways  of  being 
"graphic." 

All  this  is  leaving  out  drawing,  the  truly  "written"  pictures  done  by  the 
flexible  hand  and  wrist  that  draw  a  story  for  us  as  we  watch.  This  is  truly 
"descriptive"  art,  personal  and  spontaneous,  with  the  air  of  being  impro- 
vised for  present  company.  It  has  a  great  theatrical  fascination,  akin  to 
what  enchants  in  classic  art.  In  the  comic  vein,  Wilhelm  Busch,  Al  Hirsch- 
feld,  and  Daumier  draw  like  witty  conversationalists,  even  more  like 
jugglers  or  dancers;  the  hand  keeps  moving,  as  we  watch  open-mouthed  and 
laugh  and  marvel.  Such  cursive  comic  art,  moreover,  now  gains  its  real 
power  from  being  printed  immediately  in  the  thousands  for  everybody,  and 
appearing  in  new  daily  or  weekly  versions  that  urge  no  pondering  and  de- 
mand no  study.  Such  art  looks  swiftly  done,  dashed  off  like  a  brief  note  to 
the  whole  world  while  the  thought  is  still  occupying  the  artist — and 
through  the  modern  print  media,  the  entire  public  may  get  it  at  a  glance. 
Black-and-white  expression  delivers  laughs  widely  and  fast,  as  it  does  all 
other  emotional  freight.  The  reading  eye  is  ready  for  it,  just  as  it  is  for 
printed  type,  and  nothing  impedes  the  swift  flight  and  sharp  dig  of  graphic 
wit.  Nothing  in  color  is  ever  so  funny,  even  though  it  may  be  more  fun. 

The  black-and-white  mode  remains  the  vehicle  of  a  truthfulness  that  is 
temporally  conceived  and  notated,  and  that  deals  with  the  drama  of  subjec- 
tivity. Color,  working  directly  on  the  senses,  affects  independent  responses 
of  mood  much  more  than  it  urges  sympathy  or  promotes  thought.  However 
important  its  sensory  impact  is,  color  is  unnecessary  to  significant  narra- 
tive, as  comic  strips  show.  In  colored  popular  art,  the  color  serves  the  inter- 
ests of  pleasure,  not  meaning;  and  in  Expressionist  art  it  has  sometimes 
served  the  interests  of  anxiety  and  pain.  Color  may  be  more  effectively  used 
for  neutral  meaning  in  a  code  or  diagram  than  for  narrative  meaning  in  re- 
alistic representation.  Whether  "written"  (like  calligraphic  cartoon  art  and 
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line  engraving)  or  revealed  (like  Fritz  Lang  movies,  newspaper  photo- 
graphs, and  Rembrandt  etchings),  pictorial  narrative  in  black  and  white 
has  a  satisfactory  completeness  of  emotional  impact  and  a  higher  speed  of 
effectiveness  than  anything  in  color.  It  moves,  and  it  is  moving.  Genera- 
tions of  art  lovers  hung  engravings  and,  later,  monochrome  lithographic  or 
photographic  reproductions  of  great  paintings  in  their  homes — moved, 
through  arrangements  of  tone  alone,  by  the  works  of  Raphael  and  Reyn- 
olds, of  Murillo  and  Guido  Reni  unsupported  by  the  beauties  of  the  spec- 
trum. Such  reproduced  works,  although  they  look  obviously  incomplete  as 
paintings,  nevertheless  look  powerfully  real  as  pictures.  They  have  a  force 
not  unlike  black-and-white  sensational  illustration. 

When  the  photographer  joined  the  painter  as  a  fellow  artist,  he  also 
joined  the  graphic  artist,  sharing  not  only  in  painters'  serious  aims  but  in 
the  essentially  underground  movement  of  popular  commercial  art,  with  its 
traditional  aim  to  stir  the  public  with  comedy,  sex,  violence,  and  sentiment. 
The  camera  could  now  convey  these  things  in  the  potent  chiaroscuro  ren- 
dering that  in  the  fine  arts  had  long  since  established  so  firm  a  grip  on  the 
feelings.  The  camera  was  thus  assured  of  a  potential  force  as  a  popular 
graphic  medium  greater  even  than  that  of  skillful  drawing.  Meanwhile  it 
could  reproduce  great  paintings  in  that  same  chiaroscuro,  and  share  in  the 
traditions  of  great  printmaking.  As  a  new  form  of  black-and-white  expres- 
sion, the  camera  was  supported  by  a  formidable  history  of  persuasive  color- 
less image-making,  endowed  with  mythic  possibilities  and  associations  as 
well  as  ordinary  appeal. 

Movies  took  that  history  to  the  next  step.  Eventually,  film-makers  could 
combine  the  familiar  themes  of  popular  graphics  with  the  accumulated 
emotional  flavors  of  reproduced  painting  and  the  directly  powerful  graphic 
beauty  of  photography,  the  legacy  of  Rembrandt.  They  performed  the  great 
synthesis  foreseen  or  envisioned  by  the  nineteenth-century  Realists,  with 
Baudelaire  as  their  spokesman,  to  create  a  new  history-painting  in  genre 
terms,  making  universal  myths  out  of  everyday  material. 

The  old  reproductive  graphic  arts  were  the  means  of  moving  the  fine  arts 
into  the  world,  of  getting  thorn  to  do  their  broader  cultural  and  emotional 
work,  and  the  camera  soon  came  to  do  the  same  job.  Goltzius'  glamorous 
sixteenth-century  engraving  of  the  Farnese  Hercules,  for  example  (1.5), 
rendered  with  glistening  musculature  and  shown  admired  by  up-gazing  cit- 
izens, is  echoed  by  the  glorious  modern  photographs  of  Michelangelo's 
sculptures,  which  caress  and  exalt  his  works  with  seductive  lighting  and 
bathe  them  in  dramatic  luster  for  everyone's  eyes,  so  that  Michelangelo  may 
touch  everyone's  heart — even  those  who  can  never  get  to  Rome  or  Florence. 

Monochrome  sculpture  yields  naturally  to  enhancement  by  the  black- 
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1.5    HENDRICK  GOLTZIUS,   The  Fa rmse  Hercules. 

Engraving 


and-white  camera,  just  as  it  did  to  the  suavities  of  engraving;  but  paintings 
also  took  on  new  qualities  under  the  camera  eye  that  sees  beyond  the  colors. 
What  the  black-and-white  camera  does  to  a  painting  is  not  to  give  a  reading 
of  it,  as  an  engraving  does,  but  to  make  a  movie  of  it — to  plumb,  as  it  were, 
its  cinematic  heart.  It  tells  the  "story"  of  the  painting  by  translating  it  into 
the  graphic  medium  of  unmitigated  drama. 

Thus  painting  was  gradually  transmuted  into  popular  graphic  art  in  the 
emotional  medium  of  light  and  shade,  not  just  in  the  intellectual  terms  of 
engraved  lines — which  have,  as  William  M.  Ivins  has  repeatedly  demon- 
strated, their  own  editorial  effect  on  any  original.  Nineteenth-century 
black-and-white  photographs  of  paintings  began  to  share  in  the  uncanny 
emotional  atmosphere  of  the  carte  de  visite  portraits  and  topographical 
studies  being  purveyed  by  professional  commercial  photographers.  The 
black-and-white  reproductive  camera  seemed  not  to  take  something  away 
from  paintings  but  to  add  something,  as  the  engraving  techniques  also  had 
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done — only  this  time  it  was  something  directly  optical  and  directly  emo- 
tional, the  truthfulness  of  light,  not  written  language. 

"Cinematic"  paintings  of  the  later  nineteenth  century,  the  works  by 
Manet  and  Degas  or  by  Homer  and  Eakins  that  seem  most  pregnant  with 
possibilities  for  movie-camera  art,  tend  to  be  subdued  in  palette.  They  di- 
verge from  the  Impressionist  way  of  using  dynamic  color  itself  to  produce 
the  light  and  unify  the  surface.  Similarly,  in  the  contemporaneous  works  of 
Adolph  Menzel  and  in  much  Scandinavian  painting  the  relationship  be- 
tween the  tonal  system  and  the  subject  matter  gives  the  paintings  their  at- 
mosphere, just  as  in  films.  It  is  not  the  vibrant  relationship  among  the 
colors  that  primarily  counts,  nor  the  interaction  between  colors  and  compo- 
sition that  creates  a  subject,  as  in  Impressionist  works.  The  general  im- 
pulse of  most  avowedly  Realist  painting  in  the  middle  of  the  century  was 
toward  monochromy;  and  this  retreat  from  color  suggests  an  awareness 
that  approximation  to  a  graphic  mode  might  be  appropriate  to  both  psycho- 
logical and  social  truth-telling,  even  without  anecdote. 

The  suppression  of  color  in  painting  apparently  guaranteed  the  look  of 
both  subjective  engagement  and  detached  observation.  Concentration  on 
dynamic  color  relations,  on  the  other  hand,  as  in  Impressionism  or  Expres- 
sionism, produced  a  vivid  sensory  milieu  in  which  the  subject,  whatever  it 
was,  could  be  dissolved  or  sublimed,  and  where  the  artist's  fundamental 
skill  and  choice  still  formed  the  most  noticeable  elements  of  the  picture, 
just  as  in  the  Italian  Renaissance.  A  pure  energy,  a  self-perpetuating  life, 
is  generated  by  the  interaction  of  the  colors  the  painter  deploys;  and  their 
beauty  (or,  as  in  Van  Gogh,  their  unbearable  vibrancy)  ravishes  even  before 
the  subject  registers.  Ambiguous  feelings,  uncomfortable  facts,  or  uncer- 
tain circumstances  may  be  apprehended  only  through  a  sensory  veil  woven 
by  the  color,  which  then  gives  the  subject  an  extrinsic  measure  of  stress  or 
delight. 

Color  proves  the  painter.  It  definitively  separates  him  from  the  worka- 
day graphic  practitioner  and  raises  his  efforts  into  the  sphere  of  arcane  un- 
derstanding. The  alleged  "secrets  of  the  Old  Masters"  were  all  about  the 
control  of  color,  which  meant  the  control  of  natural  forces,  and  color  sup- 
ported the  idea  of  the  artist  as  analogue  of  a  divine  creator  with  a  divine 
plan.  When  painters  such  as  the  Impressionists  wished  to  reassert  the  au- 
tonomous sovereignty  of  the  painter's  art,  they  naturally  used  color  to  con- 
tain and  elevate  their  new  vision  of  the  painter's  reality — perhaps 
particularly  to  distinguish  theirs  from  other,  etiolated  or  degraded  modes 
of  showing  it. 

But  Manet  (by  contrast  with  the  later  Monet),  Degas  (by  contrast  with 
Renoir),  and  Vuillard  (by  contrast  with  Bonnard)  often  waived  this  divine 
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prerogative:  they  frequently  withdrew  from  the  intoxicating  sensory  possi- 
bilities of  color,  choosing  instead  to  work  with  the  psychologically  sugges- 
tive possibilities  of  tone.  They  also  worked  in  print  media,  often 
experimentally,  as  Rembrandt  had  done.  In  the  tonal  paintings  of  these 
artists,  color  is  extremely  potent,  just  as  it  is  in  Vermeer;  but  what  predom- 
inates is  the  emotive  flavor  conjured  by  the  dialectic  of  light  and  shade.  To- 
nality unifies  the  muted  palette,  just  as  it  does  in  Velazquez — and  the 
intermittent  vivid  color  works  all  the  better  as  the  servant  of  tone.  This 
tonal  predominance  produces  the  "graphic"  look,  graphic  in  the  sense  of 
being  psychologically  realistic:  the  subject  is  perceived  and  rendered  as 
contingent  and  ephemeral,  immediate  and  somewhat  ambiguous  rather 
than  timeless  and  remote,  beautiful  and  clear.  A  perfect  balance  of  color  re- 
gardless of  subject,  on  the  other  hand,  as  in  a  painting  by  Matisse,  pro- 
duces a  satisfaction  unclouded  by  the  drama  of  emotional  circumstance. 
The  web  of  color  holds  the  woman  on  the  sofa  and  inside  the  room  forever; 
and  we  are  not  forcibly  engaged  by  her  momentary  inner  state.  The  artist  is 
seen  to  master  and  subdue  the  subject  through  the  medium,  and  so  to  mas- 
ter us. 

In  portraiture,  the  subject  must  ideally  be  shown  to  master  the  painter 
to  a  certain  degree — to  have  his  or  her  own  emotional  valence  and  temporal 
importance.  That  is  why  Velazquez',  Van  Dyek's,  and  Rembrandt's  tonal 
priorities  made  them  unsurpassed  masters  of  the  portrait  genre.  Manet  and 
Sargent  continued  their  program,  and  the  movie  camera  is  final  heir  to  the 
method.  The  most  beloved  modern  screen  performers  are  spoken  of  as 
being  "loved"  by  the  camera:  their  inmost  souls  are  drawn  out  by  its  fleet- 
ing, contingent,  tonal  mode  of  rendering,  and  so  they  draw  the  viewer  to 
them.  There  are  people  who  cannot  allow  the  camera  to  love  them — perhaps 
they  should  only  be  painted  by  Matisse  or  Modigliani. 

It  is  now  commonplace  to  see  the  deliberate  use  of  Hopper  and  Eakins  in 
the  production  design  of  current  movies,  even  when  they  are  not  directly 
quoted,  although  they  often  are.  But  it  is  also  noticeable  that  such  particu- 
larly cinematic  painting  is  the  only  kind  that  translates  well  into  actual 
film.  Attempts  to  suggest  Raphael  and  Botticelli  or  Poussin  look  contrived, 
whereas  the  Caravaggesque  frames  in  The  Verdict,  for  example,  blended 
unnoticeably  and  effectively  with  the  modern  subject.  Goya  has  been  very 
well  and  also  unnoticeably  transferred  to  film,  since  in  both  painting  and 
graphic  art  his  fusions  of  tonal  abstraction  with  emotional  content  are  so 
complete,  and  his  temporal  sensibility  is  so  keen.  Goya's  sense  of  fashion, 
for  example,  was  clearly  as  acute  as  his  sense  of  horror  or  irony;  and  all  his 
works  record  agonies  and  ambiguities  in  process,  not  frozen  moments. 

Modern  eyes  and  minds  trained  by  movies  have  learned  to  appreciate 
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certain  artists  of  the  past  in  preference  to  others,  who  were  more  admired 
before  the  ascendancy  of  camera  vision.  Many  of  the  painters  I  will  be  dis- 
cussing later  on  were  only  considered  great  in  this  century,  at  least  partly 
because  their  cinematic  style  of  genius  now  seems  congenial,  whereas  it 
used  to  be  more  perplexing  and  less  effective.  Guido  Reni  and  Raphael 
have  lost  some  of  their  supremacy  to  Vermeer  and  Chardin.  Piranesi  has 
appealed  profoundly  to  cinema-trained  viewers  in  the  twentieth  century, 
just  as  he  did  to  Baudelaire's  prophetically  cinematic  soul  more  than  to  the 
general  nineteenth-century  public.  Caravaggio  and  Velazquez  are  now  pre- 
ferred to  Rubens,  whose  huge  painterly  talents  led  him  to  emphasize  a  cur- 
sive and  chromatic  flow  of  form  rather  than  to  tap  the  flow  of  light.  In 
Rubens  the  unmediated  eye  is  always  less  important  than  the  mediating, 
life-giving,  and  ennobling  hand.  But  Caravaggio  and  Velazquez  show  the 
alternative  preoccupation  with  tone  and  its  capacity  to  suggest  the  mystery 
in  appearances.  Their  interest  in  the  direct  links  between  light,  vision,  and 
feeling  strikes  a  more  sympathetic  chord  in  the  modern  film-goer  than 
Rubens'  robust  and  brilliant  idealizations  ever  can. 

Caspar  David  Friedrich,  the  effect  of  whose  work  depends  greatly  on 
dramatic  arrangements  of  tone,  especially  back  lighting,  has  achieved  a 
great  vogue  in  our  time.  His  way  of  centering  an  image  is  in  fact  like  the 
use  of  a  moving  camera  gradually  homing  in  on  an  object,  to  invest  it  with 
meaning  by  fixing  it  in  the  center  of  the  frame — a  tree,  a  person  from  the 
back.  Movies  now  allow  us  to  respond  willingly  to  such  tactics,  rather  than 
reject  them  as  too  blatantly  "romantic."'  The  American  "Luminist"  land- 
scape painters  have  come  in  for  a  similar  new  respect,  now  that  film-makers 
have  shown  us  not  to  fear  artistic  compromise  in  their  lighting  effects. 

The  American  Romantic  painters'  view  of  nature  had  strong  ties  with 
Germany,  and  their  techniques  of  landscape  painting  show  this:  the  same 
back  lighting  used  by  Schinkel  in  1814  (1.6)  was  employed  in  1860  by 
Frederick  Edwin  Church.  Modern  echoes  of  this  relation  resonate  in  the  in- 
fluence of  German  film-directors  and  cinematographers  who  came  and 
made  American  movies  in  a  German  Romantic-Realist  genre — the  film 
noir,  where  lighting  matters  so  much.  They  bequeathed  a  distinctive  king- 
dom of  cinematic  reality  to  the  American  imaginative  life.  These  German 
film-makers  were  themselves  natural  heirs  to  the  old  Northern  artists' 
mode,  which  uses  light  as  the  primary  animator  of  feeling.  Their  movies 
helped  later  generations  of  American  film-makers  to  transmute  the 
"graphic"  pictorial  mode  into  the  basic  stuff  of  modern  vision,  modern  feel- 
ing, and  modern  fantasy.  In  part  through  them,  we  can  now  '"see"  Frie- 
drich, Schinkel,  Church,  and  other  painters  using  similar  Romantic 
methods  deriving  from  the  Northern  tradition. 
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1.6    KARL   FRIEDRICH  SCHINKEL,    Gothic  Cat  lu  drill  by  (i  Rir<  r 


Our  modern  difficulty  in  actually  "seeing"  what  many  people  originally 
found  so  dreadful  about  Manet's  Olympia  (1.7)  in  the  1860's,  or  Sargent's 
Madame  X  (1.8)  twenty  years  later,  shows  how  much  the  camera  has 
changed  our  vision.  Although  it  was  the  harsh,  realistically  erotic  impact  of 
these  female  portraits  that  actually  gave  offense,  the  voiced  objections  were 
about  the  technique — the  application  of  paint,  the  color  and  the  modeling, 
the  unprecedented  details.  The  unbearable  sexiness  of  these  two  very  dif- 
ferent women  is  conveyed  not  only  by  their  unequivocal  postures,  accouter- 
ments,  and  expressions,  but  by  the  way  they  are  lighted — the  up-front, 
flash-bulb  directness  in  both  paintings.  The  lighting  exposes  the  women, 
and  so  seems  to  expose  the  unqualified  vigor  of  their  sexuality.  The  veil  has 
been  lifted:  they  are  too  "graphic."  The  very  lack  of  flattering  tonal  grada- 
tion— flattering,  that  is,  to  the  viewer's  artistic  and  erotic  expectations — 
gives  the  portraits  life  in  a  new  dimension  of  artistic  reality.  This  is  not  just 
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the  now  world  of  modem  painting,  but  the  suggestive  photo-graphic  world 
thai  the  movies  later  expanded. 

Another  cinematic  and  initially  unacceptable  element  in  these  two  paint- 
ings is  their  offer  of  both  graphic  realities  and  conventional  erotic  material 
closely  linked  in  one  image.  They  combine  the  kind  of  thing  that  was  com- 
mon in  stylized,  cheap  erotica  (Madame  (Jautreau's  corseting,  cosmetics, 
and  originally  slipped  shoulder  strap;  Olympiads  slippers,  pussycat,  and 
neck  ribbon)  with  the  established  components  of  serious  Realism  (the  look 
of  muscle  and  bone,  to  say  nothing  of  will  and  character,  on  the  faces  and 
bodies  of  both  women).  These  same  combinations  now  produce  the  whole  vi- 
sual flavor  of  the  movie-star  image — the  piquant  details  of  a  woman's  ac- 
tual personal  quality  are  fused  with  a  slick,  eroticized  version  of  current 
fashions  in  desirable  appearance.  Movies  get  much  of  their  visual  potency 
by  following  Madame  X  and  Ohjtnpia  in  feminine  imagery,  linking  the 
greatest  painterly  traditions  with  the  popular  graphic  mode  that  includes 
both  tawdry  prints  and  salacious  photographs. 


1.7    E  DOTARD  MANET,  Oll/nipia 
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By  the  beginning  of  this  century,  a  whole  generation  after  Madame  X, 
eyes  conditioned  simultaneously  by  monochrome  reproductions  of  paint- 
ings and  by  black-and-white  commercial  art  were  bound  to  be  well  primed 
for  the  visual  poetics  of  black-and-white  movies,  even  as  they  were  finding 
modern  painting  increasingly  difficult.  "High"  and  "low"  art  thus  began 
to  split  even  further  in  the  general  awareness:  painting  came  to  be  seen 
in  modernist  terms,  and  the  painterly  antecedents  of  movies  lost  artistic 
credibility. 

Color  and  Reality 

Authentic  illustration  is  not  the  same  as  narrative  art.  The  best  illustra- 
tions give  the  sense  of  an  instant  full  of  the  possibilities  of  the  adjacent  in- 
stants, a  vision  of  the  phrase  in  process,  not  its  cadence.  Narrative  painters 
who  freeze  a  moment,  like  photographers  with  similar  aims,  make  a  static 
memorial  out  of  a  fleeting  second — an  artificial  cadence.  The  graphic  kind 
of  illustrative  spirit,  on  the  other  hand,  never  tries  to  eternalize  an  instant 
but  rather  to  suggest  (not  narrate)  a  whole  event.  Rembrandt  did  it  in  both 
painting  and  graphic  work;  modern  photojournalism  does  it;  and  the  comic 
graphic  art  that  does  it  best  is  not  the  kind  by  Daumier  or  Busch,  which 
shows  a  sequence  of  funny  poses  described  by  the  artist's  hand,  but  the 
kind  done  by  Feiffer  or  Schulz,  which  shows  only  the  same  two  people  talk- 
ing or  one  person  thinking  in  each  frame.  The  words  may  appear  to  be  the 
point;  but  actually  the  graphic  vision  of  developing  emotional  confrontation 
or  inner  state  is  what  gives  life  to  the  text.  The  monochromy  of  such  imag- 
ery aids  its  veracity,  and  our  satisfaction  with  it  comes  from  our  cinematic 
understanding  of  life. 

Movies  turned  popular  graphic  illustration  into  poetry  and  continued 
the  process  of  turning  certain  kinds  of  serious  figurative  painting  into 
graphic  art;  and  so  they  produced  a  synthesis  and  a  modernization  of  both. 
Figurative  painting  has  come  back  into  favor  partly  because  of  our  cine- 
matic awareness:  movie  vision  has  made  it  possible  to  find  a  way  toward  a 
"post-modern"  realism  in  painting  itself,  to  form  a  bridge  with  all  its  old 
realisms,  partly  because  of  the  fusion  that  the  popular  graphic  art  of  film 
has  achieved  with  traditional  painterly  methods  for  appealing  to  the  mod- 
ern soul. 

Old-fashioned  graphic  illustrations,  such  as  Sidney  Paget's  "Sherlock 
Holmes"  pictures  for  The  Strand  Magazine,  compare  both  with  certain 
painters'  sketches  and  prints  and  with  the  continuity  sketches  (or  story- 
boards)  made  in  designing  scenes  for  movies.  There  is  an  affinity  among 
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1.11     ANTHONIE   VAN  DYCK, 

Christ  Carrying  the  Cross.  Sketch 


some  of  Van  Dyck's  preliminary  sketches  in  ink  and  wash,  Goya's  Capri- 
chos,  Homer's  and  Paget's  magazine  illustrations,  Manet's  small  lithogra- 
phic urban  scenes,  and  the  surviving  sketches  made  for  scenes  in  Gone  With 
the  Wind  or  Hitchcock's  The  Birds  (even  though  those  movies  were  in  color, 
the  storyboards  for  them  significantly  did  not  need  any)  (1.9—1.13).  The 
pictorial  method  consists  mainly  of  massing  figures  and  objects  both  near 
and  far  in  deep  back-opening  space,  and  rendering  them  in  patches  of  light 
and  shade  for  maximum  emotional  and  kinetic  effect.  All  such  works  show 
an  arrangement  of  light  and  shade  governing  the  "ordinary"  disposition  of 
significant  elements.  We  therefore  may  not  easily  "read"  the  event  in  terms 
of  composition,  as  we  can  in  a  tableaulike  painting,  but  we  feel  plunged  into 
it  with  one  glance.  To  understand  it,  we  must  "watch"  what  is  happening, 
try  to  feel  it  out;  the  composition  itself  does  not  give  away  the  story.  In  ad- 
dition there  are  no  linear  caresses  of  the  artist's  hand  to  emphasize  and  di- 
rect the  flow  of  meaning,  no  "writing"  to  help  us,  and  no  "beauty"  to 
distract  us,  just  as  there  is  no  color  to  swamp  our  attention. 
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1.12    SIDNEY  PAGET,   "His  eyes  fell  upon  the  stick  in 
Holmes'  hand."  1901.  Illustration  for  Conan  Doyle's 
Thf  Hound  of  the  BaskerviUes 


The  common  factor  among:  them  all  is  the  sovereignty  of  chiaroscuro  vi- 
sion as  the  essence  of  meaningful  illumination  in  pictures.  And  this  leads  to 
the  idea  that  even  movies  in  color  are  graphic — that  is,  essentially  in  hlack 
and  white.  In  the  same  way,  Manet's  Olympia  also  is,  and  Madame  X,  too. 
The  color  in  many  color  movies  is  a  pure  amenity,  a  modern  luxury  and  not 
a  necessity.  This  shows  most  when  they  are  perpetuated  on  black-and-white 
television,  like  the  mobilizing  black-and-white  photographs  of  great  paint- 
ings. The  current  process  of  "colorization"  used  for  old  black-and-white 
movies  does  nothing  at  all  for  their  narrative  impact;  but  it  serves  to  give 
them  an  updated  look  and  the  air  of  general  opulence  audiences  now  expect 
on  the  screen  as  a  matter  of  course.  Colorized  movies  don't  look  more  real- 
istic, they  just  look  more  lush,  delicious,  and  expensive  and  therefore  more 
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familiar  to  new  audiences.  To  a  certain  extent,  color  has  remained  irrele- 
vant, as  it  was  in  the  beginning,  to  the  profound  effect  movies  have  on  mod- 
ern life. 

I  noted  earlier  that  the  advent  of  color  for  movies  in  fact  created  a  set- 
back in  the  quality  of  their  realism,  not  an  advance.  The  advance  was  in  the 
unalloyed  pleasure  and  excitement  early  color  gave  to  the  sequence  of 
images,  despite  its  fruit-salad,  Currier-and-Ives  look.  Efforts  at  cinematic 
unreality  ironically  looked  "realer"  in  color:  musical  comedy,  historical 
pageantry,  nature-adventure,  and  the  more  ritualized  and  operatic  West- 
erns. The  pleasure  these  gave  was  the  same  provided  by  N.  C.  Wyeth  and 
Maxfield  Parrish  figuring  forth  legend  and  fantasy  in  rainbow  hues.  But 
true  "graphic"  realism  remained  in  the  rich  range  of  black-and-white  imag- 
ery used  for  urban  and  suburban  melodrama,  the  fables  of  organized  crime, 
psychological  thrillers,  or  the  Grapes  of  Wrath  forms  of  rural  grimness, 


1.13   FRANCISCO  GOYA,  Mala  Noche.  Aquatint 
from  Los  Caprichos,  1799 
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which  derived  most  directly  from  Rembrandt.  Color  made  Monument  Val- 
ley more  beautiful  in  Westerns,  but  not  more  dramatic. 

The  realities  of  both  wild  nature  and  the  unruly  distant  past  are  made 
easier  to  take  in  color,  which  mollifies  and  beautifies  the  unfamiliar,  the 
harsh,  and  the  dangerous.  Modern  horrors  submit  to  the  same  beautifying 
effects,  as  in  Apocalypse  Noiv.  Color  keeps  them,  as  it  keeps  the  Middle 
Ages  or  the  Sahara  Desert,  unreal  enough  to  bear.  Spilled  blood  is  much 
more  baldly  horrible  in  black  and  white,  although  it  is  more  exciting  in 
color — and  of  course  more  beautiful. 

The  flavors  of  the  psyche  are  echoed  in  colors,  and  consequently  color 
has  a  historic  connection  with  symbol.  In  art,  a  realistic  image  using  colors 
may  trade  simultaneously  on  their  symbolic  meaning  and  their  direct  sen- 
sory effect,  as  when  red  is  worn  by  a  dangerously  attractive  woman  or  white 
by  a  young  and  pure  one.  Creative  perversity  may  have  enormous  play  and 
produce  considerable  tension  if  impact  and  meaning  are  made  to  diverge, 
as  when  Expressionist  painters  use  green  for  skin  or  red  for  grass,  or  when 
an  evil  woman  wears  white,  as  in  the  movie  Fatal  Attraction. 

But  color  seems  to  float  free  of  realism  in  art  anyway,  even  while  en- 
hancing it.  Rather  it  is  conventional  color  relations,  which  have  their  own 
perceptual  reality,  that  artists  fuse  with  realistic  composition  and  lighting 
in  order  to  make  realistic  images  look  right.  All  color  in  art  is  a  code,  as 
Gombrich  has  said,  not  an  imitation.  The  colors  in  color  photography  and 
cinematography  are  no  "realer"  than  those  of  paint,  which  have  long  ad- 
hered to  artistic  conventions  independent  of  nature,  and  to  the  technical 
limitations  of  the  medium.  Printed  color,  just  like  painted  color,  is  a  techni- 
cal matter  of  great  complexity,  and  the  photographic  color-reproduction  of 
paintings  is  a  well-known  technological  pitfall.  Usually  no  two  color  photo- 
graphs of  the  same  painting  are  alike,  and  few  are  like  the  painting  itself, 
which  in  turn  is  often  not  much  like  nature.  The  "reality"  of  color  in  photo- 
graphic reproduction  or  in  direct  photography  and  cinematography  is  a  fic- 
tion we  all  accept,  because  the  relationship  among  the  colors  looks 
acceptably  real,  and  the  total  result  is  often  very  beautiful. 

Color  also  now  has  a  new  role  in  cinema  like  the  one  played  in  avant- 
garde  twentieth-century  art.  It  is  the  basic  sign  of  the  superior  artist  who 
transcends  narrative  and  illustrative  goals  to  push  the  medium  itself  into 
fresh  territory.  This  continues  to  expose  the  independence  of  expressive 
color  from  narrative  meaning  and  from  successful  realistic  drama.  In  docu- 
mentary nature  films,  on  the  other  hand,  color  has  its  own  abstract  "realis- 
tic" beauty,  which  has  very  romantic  overtones.  We  love  to  see  the  vivid 
desert  flower  blossoming  against  the  drab  sand,  the  glistening  emerald  in- 
sect in  the  harsh  crevices  of  the  bark.  The  sensuous  power  of  color  photog- 
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raphy  helps  to  emphasize  the  distance  between  wildlife  and  our  life;  and 
color  now  elevates  Nature  into  the  highest  sphere  of  Art,  to  distinguish  it 
from  Man,  especially  modern  Western  Man.  This  is  another  way  that  color 
can  suggest  the  celestial  plan,  while  black  and  white  stands  for  mundane 
arrangements.  The  gaudiest  Western  films  (Shane,  Days  of  Heaven)  have 
always  insisted  heavily  on  this  conventional  Romantic  division  between 
scenery  and  humanity. 

Apart  from  the  issue  of  color,  old  nineteenth-century  Romantic-Realist 
terms  defined  ordinary  popular  movies  as  a  pictorial  genre  and  created 
their  artistic  landscape  in  the  modern  imagination.  The  chiaroscuro  film 
medium,  like  painting  in  the  Romantic-Realist  tradition,  fused  Romantic 
ideals  about  the  sovereignty  of  feeling  with  details  of  acute  visual  currency. 
That  is  how  movies  could  give  romantic  narrative  a  modern  vitality,  just 
when  modern  painting  began  to  find  it  useless  and  passe.  Painting  became 
acceptable  as  legitimately  abstract;  but  deliberately  abstract  or  surrealistic 
film  was  apt  to  be  experienced  as  a  disturbing  departure  from  the  romantic 
standard  set  by  the  great  popular  masterpieces  of  melodrama,  comedy, 
documentary,  adventure,  and  crime  caper  that  gave  movies  their  generative 
place  inside  the  world's  fantasies.  All  these  genres  take  pictorial  realism 
for  their  starting  point.  They  proceed  by  calling  attention  to  the  extraordi- 
nary in  the  ordinary,  and  they  unfold  a  romantic  tale  made  entirely  of  real- 
istic pictures  containing  that  same  paradox — a  continuous  flow  of  directly 
presented  actualities,  but  each  pregnant  with  possible  meaning  and  each 
giving  birth  to  the  next,  a  sort  of  perpetual  Vermeer  or  Manet,  an  ongoing 
Goya,  an  endless  Hopper,  but  used  to  create  a  fairy  tale  not  much  different 
from  "Cinderella"  or  "Jack  the  Giant  Killer.'* 

Other  kinds  of  film  strain  against  that  standard.  In  Passion,  Godard 
specifically  brings  up  in  the  dialogue  the  avant-garde  film-maker's  struggle 
against  the  force  of  "the  story"  in  modern  cinematic  expectations — 
although  it  is  a  legitimate  force  in  expectations  about  graphic  art,  which 
film  is  by  definition.  But  graphic  "story"  need  not  be  a  melodrama  or  a 
true-to-life  narrative,  only  an  emotionally  satisfying  dramatic  sequence, 
like  a  myth — an  emotionally  realistic  drama  such  as  the  great  photo- 
graphic illustrators  like  Rembrandt  offered,  or  the  great  illuminative 
painters  like  Vermeer.  Film-makers  need  only  do  that,  as  Antonioni  does, 
especially  in  L'Eclisse  and  La  Nolle  (both,  naturally,  in  black  and  white), 
and  no  plot  more  elaborate  than  the  story  of  inner  states  is  required  to  sat- 
isfy the  need  for  "story."  But  without  emotional  continuity,  a  film  becomes 
disjointed  and  irritating  and  easy  to  forget,  however  beautiful.  This  is  be- 
cause the  very  nature  of  the  chiaroscuro  mode  sets  up  the  expectation  of 
recognizable  psychic  movement. 
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Since  cinematography  is  only  one  part  of  movie-making,  what  the  audi- 
ence eventually  sees  is  the  result  of  a  good  deal  of  random  circumstance  in- 
termixed with  the  result  of  careful  effort.  Movie-making  is  intrinsically 
somewhat  aleatory,  partly  because  it  represents  the  combined  efforts  of  di- 
verse practitioners  who  are  not  all  aiming  for  the  same  thing,  are  not  even 
completely  aware  of  each  other's  aims  or  sometimes  even  of  their  own,  and 
are  not  in  complete  agreement  about  immediate  common  goals.  One  single, 
absolute  controlling  artistic  purpose  was  impossible  for  the  popular  movies 
that  have  shaped  consciousness.  Moreover,  the  movie-camera  eye  itself  can 
only  come  to  some  agreement  with  the  phenomena  under  its  gaze;  it  cannot 
totally  control  or  shape  them,  having  no  hands.  The  human  hands  and  eyes 
that  help  the  camera  to  give  us  its  final  results,  especially  those  of  editors, 
must  work  with  the  fundamental  arbitrariness  of  film  footage  itself.  Ulti- 
mately the  viewing  eye  allows  for  and  comes  to  delight  in  the  flux  of  chance 
in  any  shot,  and  that  very  arbitrariness  becomes  part  of  the  stuff  of  the 
myth  itself,  the  romance  as  well  as  the  reality. 

MEYER  SCHAPIRO  speaks  of  all  art  fusing  through  hindsight 
after  the  Armory  Show  of  1913,  to  create  a  modern  criticism  that  could  ac- 
count for  the  art  of  both  present  and  past.  The  gradual  ascendancy  and 
pervasiveness  of  movie-eamera  vision  has  also  done  this  to  us,  although 
without  our  actually  knowing  it,  creating  both  a  movie-goer's  response  to 
past  art  and  an  art  viewer's  response  to  movies.  We  did  not  know  this  was 
happening,  because  for  a  long  time  the  poetic  character  of  graphic  film- 
imagery  was  not  so  consciously  perceived  as  were  the  things  that  linked 
movies  to  theater.  Movies  were  allowed  to  be  emotional  entertainment,  but 
art  was  supposed  to  be  judged  by  modern  standards  that  precluded  putting 
their  emotional,  illustrative,  and  dramatic  qualities  first.  But  movies 
stirred  up  responses  that  had  already  been  schooled  by  the  absorption  of 
old  pictorial  cues,  transmitted  through  illustrations  that  used  the  old  for- 
mulas and  through  the  graphic  reproduction  of  past  art. 

Many  early  movies  were  stagy.  Vaudeville  turns  and  other  theatrical  ma- 
terial were  presented  as  if  seen  inside  a  stage  frame,  not  a  picture  frame.  In 
those  early  days,  movement  was  the  point,  not  camera  imagery.  But  the 
more  the  medium  advanced,  the  closer  it  came  to  its  dramatic  pictorial  an- 
cestors and  the  further  from  the  stage.  Authentically  cinematic  motion  is 
comprehensive,  surging  in  and  out  of  the  frame  and  back  and  forth  in  time 
like  psychic  movement.  It  is  quite  unlike  the  temporal  language  of  the  the- 
ater, which  moves  along  at  a  fixed  distance  from  the  watcher,  with  conven- 
tional stage  rhythms  governing  its  phrasing,  the  stage  space  enclosing  the 
action,  the  stage  time  forcing  the  issues,  and  the  live  performance  itself  in- 
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yoking  the  concept  of  sacred  artifice.  But  true  cinematic  drama  in  movies 
and  paintings  follows  a  movement  similar  to  Diderot's  sense  of  his  own  soul 
as  "un  tableau  mouvant":  As  Michael  Fried  says,  it  works  as  the  reflection 
of  "integral  yet  constantly  changing  being/'  And  that  is  the  story. 

The  camera,  which  in  still  photography  can  look  so  objective,  in  motion  is 
the  narrative  vessel  of  subjectivity  itself,  like  the  dreamer's  eye,  or  the 
painter's  eye  in  the  idiosyncratic  tradition  I  will  later  be  tracking.  Not  de- 
tached observation,  not  lively  commentary,  but  total  engagement  is  what  it 
offers — a  persuasiveness  of  seeing,  not  as  understanding  or  as  knowledge, 
but  as  being  itself.  The  work  of  seeing  is  rendered  so  as  to  signify  the  image 
of  time  and  our  movement  through  it,  as  we  all  try  to  find  the  correspon- 
dence between  our  inward  journeys  and  the  march  of  outward  events. 


TWO 

The  Fifteenth  Century 


]f^Y  THE  BEGINNING  of  the  fifteenth  century,  European 
painting  had  vanquished  space  and  freed  itself  from  obedience  to  the 
flat  surface  that  had  dictated  the  rules  for  five  hundred  years.  The  bound- 
ary of  a  picture  thereafter  became  a  gateway  to  another  world,  rather  than  a 
box  for  treasures  that  might  be  contemplated  while  they  kept  their  place, 
embedded  in  gold  or  fixed  in  abstraction.  During  the  previous  century, 
when  sculptors  and  illuminators  as  well  as  painters  struggled  to  recapture 
the  spatial  illusion  practiced  in  antiquity,  progress  in  such  effort  was  inter- 
nationally shared.  Jean  Pucelle,  painting  manuscripts  in  Paris  in  the 
1320's,  could  use  material  developed  a  decade  before  by  Duccio  for  his  two 
altarpieces  in  Siena,  or  by  Giovanni  Pisano  for  his  relief  sculptures  in  Pi- 
stoia.  French,  Italian,  and  Burgundian  artists  freely  learned  as  much  from 
each  other  as  different  localities  and  different  media  allowed.  And  gradu- 
ally solids  again  emerged  from  the  plane,  sculpture  again  stood  free,  and 
pictured  man  cast  his  shadow. 

After  the  common  battle  was  over,  individual  interpretations  and  cele- 
brations of  the  shared  triumph  of  illusion  inevitably  appeared.  Flemish, 
Dutch,  and  German  artists  came  to  pursue  visual  goals  different  from  the 
one  Italian  classicists  sought.  The  revival  of  antiquity  was  an  Italian  preoccu- 
pation, and  the  idea  of  it  was  seized  on  as  a  means  to  create  a  version  of  cos- 
mic order  in  the  world  and  in  the  mind  by  means  of  art.  Panofsky  and  others 
have  described  the  connection  between  an  idealizing  Renaissance  Neo- 
platonism  and  the  idea  of  order  in  Italian  art — a  link  that  contrasts  sharply 
with  the  connection  between  Gothic  Northern  art  and  a  medieval  nomin- 
alist philosophy  that  sees  fundamental  meaning  in  discrete  phenomena. 

Apart  from  the  idea  that  minute  particulars  have  infinite  significance, 
the  primary  influence  on  the  fifteenth-century  painting  of  Northern  Eu- 
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rope  was  the  illustrative  impulse  that  created  the  great  manuscript  illumi- 
nations from  that  region.  In  both  the  fourteenth  and  fifteenth  centuries, 
illustrated  books  were  more  common  in  France  and  the  Netherlands  than 
at  any  other  time  or  place;  and  by  the  131)()'s  the  artists  who  made  them 
were  pushing  pictorial  limits  further  than  anyone  else,  Italians  included. 
The  aims  of  illustration,  as  modern  eyes  conceive  it,  are  certainly  well 
served  by  the  idea  that  universal  meaning  dwells  in  casual  actualities,  in 
specific  examples  rather  than  in  one  ideal  form,  in  specific  time  rather  than 
eternity.  Such  assumptions  permit  the  provisional  framing  of  scenes  and 
the  opening  up  of  possible  space  around  the  action,  and  also  the  use  of  ran- 
dom phenomena  in  sacred  images  to  suggest  the  sacredness  of  the  random 
in  life  itself. 

Book  illustration,  in  which  such  visual  notions  were  first  set  forth,  was 
an  intimate  art  seeking  direct  impact  on  a  single  viewer  at  close  range.  The 
appropriate  pictorial  "ideal"  for  such  a  situation,  for  so  private  a  relation 
between  the  painting  and  its  viewer,  is  obviously  not  one  that  removes 
beauty  and  meaning  from  casual  particulars  and  locates  them  in  a  search 
for  general  perfection.  On  the  contrary,  the  particularity  of  things  is  the 
governing  principle  for  devotional  book  illumination.  It  pointedly  shows  its 
encompassing  value,  for  example,  in  pages  where  the  pictures  are  embraced 
by  borders  of  carefully  specific  beasts  and  flowers.  Such  pages  suggest  that 
in  sacred  art,  direct  access  to  the  individual  soul  is  best  achieved  through 
images  expounding  the  minuteness  of  God's  attention,  not  His  larger 
purpose. 

The  divine  plan  is  patent  in  the  divine  subject  matter — the  Fall,  the  In- 
carnation, the  Passion,  martyrdoms  and  miracles — but  its  personal  mean- 
ing, such  as  a  Book  of  Hours  for  private  use  would  properly  convey,  is 
embodied  by  the  piercingly  specific  pictorial  method.  In  the  illuminated 
works  of  the  Boucicaut  Master  at  the  turn  of  the  fifteenth  century,  for  ex- 
ample, each  sharp  bend  of  the  arm  or  angle  of  the  furniture,  each  fold  of  the 
robe  or  swag  of  the  canopy  clamors  for  individual  attention.  No  rhythmic 
harmonizing  and  focusing  technique  enables  the  eye  to  slide  over  tributary 
material  to  a  central  icon.  Newly  developed  perspectival  arrangements  give 
the  setting  a  spatial  conviction  that  allows  the  scene  to  be  open-backed, 
open-sided,  or  set  at  an  angle,  so  that  the  space  stays  in  motion.  Feet  point 
in  slightly  different  directions,  each  hand  has  a  separate  notable  gesture, 
heads  are  at  different  levels  and  tilt  or  turn  at  what  seems  like  individual 
will.  A  corner  of  the  book  sticks  out  over  the  table's  edge. 

What  unites  such  scenes  for  the  eye  is  a  new  way  with  light  and  texture, 
an  atmosphere,  later  perfected  by  the  Flemish  panel-painters,  that  gives 
the  sense  of  miraculous  common  presence  to  many  disparate  things — the 
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harmony  that  the  eye  automatically  creates  in  actual  life.  The  very  dispar- 
ity of  objects  meanwhile  suggests  the  idea  of  subjectivity — the  unique  soul 
under  God's  eye,  the  unique  object  under  the  light.  To  look  is  to  be  person- 
ally engaged,  and  identified  with  particularity.  The  sacred  story  being  il- 
lustrated is  offered  in  terms  of  experience,  not  of  eternal  and  transcendent 
truth,  and  so  the  very  forms  in  which  persons  and  things  and  their  relations 
are  cast  must  have  the  provisional  and  uncertain  look  of  living,  which  is 
governed  by  the  nature  of  chance  as  well  as  by  natural  law. 

The  Northern  panel-painters  who  built  upon  the  illuminators'  discover- 
ies and  methods  made  intensified  use  of  them  to  the  same  effect:  direct 
spiritual  persuasion  and  present  engagement.  The  further  exploration, 
beyond  the  technical  scope  of  the  early  illuminators,  of  ways  to  render  light 
and  to  order  space  continued  the  same  attention  to  intense  particularity 
and  eccentric  perspective,  so  that  the  eye  (and  consequently  the  soul)  has 
constant  exercise  inside  the  picture.  No  heavenly  repose,  figured  forth  as 
the  perfection  of  perspectival  coordinates,  as  a  cadence  of  contrapposto  or  a 
rhyming  of  folds  and  limbs,  no  triumphant  summation  of  the  creative 
power  of  reason  offers  a  happy  refuge  for  the  eye  or  distant  promise  for  the 
soul — such  as  we  find  it  in  Piero  della  Francesca  and  Botticelli  and  Do- 
menico  Veneziano.  In  Van  Eyck,  Van  der  Weyden,  and  Van  der  Goes  we  are 
shown  that  beauty  cannot  be  abstract.  There  is  nothing  art  can  do  to  fix  the 
universe  for  us. 

This  provisional  flavor  is  the  fundamental  characteristic  of  all  Northern 
painting  beginning  with  Van  Eyck,  and  it  bears  a  striking  resemblance  to 
the  characteristics  of  camera  art — especially  movie-camera  art,  which  aims 
to  illustrate  the  flux  of  experience  rather  than  enclose  one  event  in  one 
frame.  Narrative  in  this  kind  of  picturing  is  a  matter  of  constant  flow,  so 
that  what  is  "incidental"  is  always  the  sharp-edged  look  of  the  world  while 
something  is  happening,  not  the  incident  itself  preserved  in  a  fictional  com- 
pleteness. The  artistic  form  used  for  the  kind  of  painting  that  aims  to  "illu- 
minate" in  this  cinematic  way  has  to  combine  a  precision  of  optical  effect 
with  a  vast  lack  of  fixity  or  closure  in  each  shape  and  each  spatial  relation. 

In  writing  of  The  Madonna  in  the  Church  of  Van  Eyck  (2.1),  Panofsky 
has  demonstrated  that  the  image  shows  the  Virgin  as  the  church  as  well  as 
in  it,  her  huge  size  in  proportion  to  the  interior  being  the  sign  of  her  filling 
it  as  if  it  were  a  symbolic  niche,  of  the  kind  earlier  painters  used  to  house 
her,  with  the  same  symbolic  purpose,  so  that  she  embodies  the  church  she 
inhabits.  In  the  raised  chancel,  angels  say  Mass  before  her  altar.  The  rays 
of  the  sun  come  supernatural ly  from  the  north  to  strike  through  the  glass 
and  hit  the  floor  in  patches  with  breathtaking  naturalism,  but  defying  natu- 
ral law  to  obey  symbolic  law.  The  sunlight  stands  for  heavenly  light,  here 
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contravening  the  normal  action  of  ordinary  light  that  conies  from  east  or 
west.  It  penetrates  the  church  without  breaking  the  glass,  just  as  the  Holy 
Ghost  entered  and  impregnated  the  intact  body  of  the  Virgin,  in  direct  op- 
position to  the  laws  of  the  flesh. 

This  image,  heavily  saturated  with  symbolic  meaning,  nevertheless  has 
an  airy,  natural  weightlessness,  like  a  vision  in  a  dream  or  a  sequence  in  a 
film.  The  cathedral  interior  is  viewed  at  an  angle.  The  perspective  and 
lighting  are  so  natural  that  the  church  seems  full  of  moving  air,  and  the 
viewer  himself  feels  in  motion  inside  it.  We  feel  in  particular  the  steady  im- 
pulse to  shift  a  little  to  the  left,  so  that  the  right  side  of  the  nave  may  ap- 
pear, the  cross  and  the  altar  in  the  sanctuary  may  arrive  at  the  center  of  the 
framing  arch,  and  the  Virgin  may  stand  perfectly  aligned  before  it,  under 
the  apex  of  the  frame. 

The  majestic  Virgin  is  meanwhile  herself  en  route  across  the  nave  to  take 
her  place  in  the  center,  gently  swaying  along  as  she  follows  the  lateral  di- 
rection of  her  own  gaze,  her  mantle  trailing  behind.  Her  hair  is  a  cloud  in 
the  celestial  radiance,  wafted  in  the  breeze  made  by  her  progress.  She  has 
already  passed  the  present  central  axis  of  the  frame;  we  must  move  quickly 
leftward,  to  be  ready  when  she  turns  to  stand  and  face  us.  This  is  not  a 
static  icon,  but  the  picture  of  a  process  in  which  we  share. 

The  solemnity  of  the  event  is  not  fractured  but  in  fact  specifically  con- 
veyed by  its  urgently  lifelike  and  dreamlike  ambience.  For  this  sweet-faced 
and  thin-fingered  Virgin  with  her  tenderly  inclined  head,  whose  crown  and 
cape  seem  too  big  for  her,  is  not  only  walking  but  growing  as  we  watch.  We 
only  slowly  realize  that  she  is  already  fifty  feet  tall,  and  soon  will  fill  the 
body  of  the  building  with  her  miraculous  presence,  blotting  out  the  cross, 
the  altar,  and  the  chancel  with  her  own  body.  Her  crown  will  reach  the  roof, 
she  will  become  the  church,  and  then  we  will  wake  up  transfigured  and  be- 
mused, blinking  in  the  common  daylight.  This  great  holy  vision  into  which 
the  watcher  is  so  totally  drawn  was  painted  in  the  late  1420's  on  a  panel  a 
little  over  twelve  inches  high,  itself  an  illustrative  and  technical  miracle. 

Similar  cinematic  effects  are  produced  in  an  entirely  different  mode  by 
Hugo  van  der  Goes  in  the  Monforte  Altar,  now  in  Berlin  (2.2),  which  meas- 
ures roughly  five  by  eight  feet  and  was  painted  in  the  1470's.  Here  the 
space  seems  to  tip  up  in  back  as  if  to  spill  the  figures  toward  the  viewer, 
while  at  the  same  time  the  kings  and  followers  entering  at  right  seem  to  be 
arriving  from  several  angles,  emerging  in  mid-step  and  mid-gesture  to  form 
vivid  but  unclear  human  shapes  muffled  in  rich  stuffs.  This  whole  suite  of 
magi  seems  to  be  constantly  arriving,  pouring  onto  the  scene  haphazardly 
before  regrouping  for  some  clear,  static,  elegant  pose  that  never  jells. 

These  arriving  kings  seem  to  be  in  motion,  because  the  eye  must  keep 
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moving  over  the  figures  to  seek  a  harmony  for  them,  to  create  a  rhythm  they 
seem  not  to  achieve  for  themselves.  Only  the  central  figures  form  conven- 
tional images — the  praying  king,  the  iconic  seated  Virgin — and  these  are 
subject  to  the  spilling- forward  action  of  the  tipped  floor.  lTnmoving,  they 
seem  to  loom  as  they  sit  rather  high  in  the  frame.  We  look  at  the  kneeling 
king  straight  on;  hut  the  first  entering  king  at  the  right  is  seen  from  below, 
and  we  look  up  under  his  chin.  Suddenly  we  are  kneeling  on  that  floor  our- 
selves, along  with  Joseph  and  the  first  king.  The  stone,  the  flowers,  the  gold 
gift  in  the  foreground  are  in  sharp  focus  right  under  our  downward  gaze, 
and  the  scene  spreads  up  and  hack  in  a  slightly  distorted,  fragmented  set 
of  discrete  images.  The  perfect  Virgin  and  Baby  maintain  their  fixed 
beauty  in  the  center  of  our  optical  attention — though  not,  significantly,  in 
the  center  of  the  picture. 

The  visual  phenomena  invoked  in  this  painting  are  very  like  what  hap- 
pens in  actual  life.  There  is  a  focus  of  attention,  and  an  unstable  set  of  im- 
pressions surrounding  it  that  seem  to  claim  our  eye,  should  we  let  it  shift  to 
them;  if  we  don't,  they  seem  to  move  at  us,  to  seek  notice.  But  the  eye  does 
tend  naturally  to  shift,  and  it  will  automatically  glance  over  the  surround- 
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ing  claims  to  its  attention  even  while  concentrating,  and  even  if  they  don't 
move  at  all.  When  the  eye  does  shift,  it  sees  in  perfect  focus.  There  is  no 
blurring  of  the  edges  in  this  painting  to  suggest  that  anything  is  worthier 
of  notice  than  anything  else  at  any  given  second  of  scrutiny.  The  eye  is  in- 
vited to  keep  moving,  as  a  reflection  or  an  echo  of  spiritual  movement — not 
to  caress  the  beautiful,  still  tracery  of  curves  and  lines,  but  to  keep  on 
grasping  what  keeps  on  happening. 

There  is  also  implied  movement  in  and  out  of  the  frame,  an  action  sug- 
gested not  only  by  the  ongoing  entrance  of  figures  both  near  and  far,  but 
by  the  arbitrariness  of  the  frame  itself.  The  boundary  is  especially  arbi- 
trary at  the  bottom  edge,  which  is  the  threshold  of  the  picture,  the  way  in 
for  the  viewer.  In  many  Flemish  paintings  and  in  later  ones  derived  from 
them,  this  bottom  edge  is  an  ambiguous  barrier.  It  seems  to  be  sweeping 
toward  the  viewer's  own  toes,  attempting  to  scoop  him  up  and  engage  him 
as  the  scene  simultaneously  slides  toward  him.  The  exact  distance  between 
him  and  the  action  never  seems  fixed,  no  matter  how  still  the  action  itself 
may  be.  And  as  he  seems  able  to  approach  or  retreat  from  it,  so  all  the  other 
edges  marking  the  field  of  vision  seem  able  or  likely  to  shift  to  correspond. 
So  also  in  this  process,  the  lateral  angles,  which  determine  what  will  be 
centered  in  the  frame  and  what  will  appear  to  the  right  or  left,  become 
equally  moot. 

In  the  Monforte  Altar,  the  kneeling  king  is  in  fact  in  the  center,  but  it 
seems  that  we  might  at  any  moment  move  slightly  to  the  right,  among  the 
other  kings'  retainers,  and  have  the  Virgin  in  the  exact  center,  while  we 
could  see  more  of  the  distant  landscape — more  milling  men  and  horses, 
more  flowers  and  more  sky.  The  set  seems  ready  to  keep  revolving  under 
the  eye  of  a  circling  camera,  as  it  also  seems  ready  to  move  toward  us  or 
away.  The  "movement"  in  this  picture  is  complex  and  dynamic:  it  is  not 
simply  that  certain  figures  are  shown  in  motion,  but  that  the  whole  picture 
is  kinetic. 

These  great  examples  of  the  Northern  uses  of  realism  are  essentially 
persuasive,  "graphic"  in  the  sense  that  the  word  means  something  almost 
outside  the  proper  scope  of  art,  a  too-immediate  rendering,  too  specific  for 
inclusion  in  an  esthetic  scheme.  A  "graphic"  description  suggests  some- 
thing not  just  accurately  but  intolerably  realistic.  The  Van  Eyck  and  Van 
der  Goes  paintings,  with  their  uncanny  details  and  mysterious  spaces,  are 
unnerving  and  unseizable,  "graphic"  because  they  are  extra  realistic  in  an 
unstable  mode,  instead  of  submitting  to  the  satisfying  new  Italian  laws  of 
pictorial  fiction  that  were  guaranteed  to  produce  Beauty.  The  use  by  both 
these  painters  of  compositional  methods  drawn  from  medieval  illumination 
also  gives  their  works  that  air  of  artless  immediacy  which  is  always  con- 
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veyed  by  any  archaizing  style — the  effect  that  once  made  people  call  these 
works  "primitive. " 

Van  Eyck's  own  new  method  for  convincingly  showing  volumes  in  space 
relied  on  a  new  use  of  light  that  he  combined  with  the  old  floating  look  of 
the  manuscript  scenes.  His  reality  is  both  directly  optical  and  emotional 
because  of  its  clever  fusion  of  familiar  unstable  material  with  an  unfamiliar 
new  sense  of  presence  and  actuality.  His  works  are  like  old  known  pictures 
come  to  unbelievable  life. 

On  the  other  hand  Masaccio,  Van  Eyck's  great  Florentine  contemporary, 
conveyed  the  illusion  of  weight  and  volume  and  proportionate  distances  be- 
tween things  in  entirely  new  spatial  arrangements,  to  which  light  chiefly 
contributed  as  an  agent  for  modeling  form.  The  Italian  style  of  optical  real- 
ity was  mainly  a  matter  of  space,  including  newly  understandable  relations 
among  the  bodily  parts — a  search  for  clarity  and  stability,  to  show  how 
well  art  could  reach  the  mind  through  the  eye.  In  such  a  scheme,  emotion  is 
indirectly  rather  than  immediately  aroused;  it  comes  from  wonder  at  the 
achievement  of  the  artist,  a  swoon  of  submission  to  the  power  of  art,  a  re- 
sponse both  to  revealed  beauty  itself  and  to  its  abstract  power. 

But  in  the  Flemish  tradition,  the  artist  is  swallowed  up  in  the  subject  as 
much  as  possible,  so  that  the  viewer  may  feel  the  direct  impact  of  the  event 
itself,  and  only  later  realize  that  someone  arranged  it  that  way.  How  was 
this  effect  achieved  in  painting?  In  Van  Eyck's  interior  scenes,  for  example, 
such  as  the  Washington  An nunciation  and  the  Arnolfini  portrait,  the  defin- 
ing corners  of  the  rooms  tend  to  be  obscured  by  figures  or  furniture,  as 
they  are  much  later  in  Vermeer's  paintings.  The  rooms  nevertheless  makes 
perfect  optical  sense,  primarily  because  the  lighting  gives  the  perspective 
its  authority  without  the  need  of  visible  linear  coordinates,  and  renders  the 
textures  palpable.  Just  as  in  the  movies,  light  really  does  it  all. 

In  the  earlier  manuscript  illuminations  that  hadn't  the  benefit  of  such 
sophisticated  rendering  of  light,  such  as  those  of  the  Limbourg  brothers, 
the  "naive,"  unstable  perspective  was  authenticated  by  the  decorative  sur- 
face of  the  picture.  In  Van  Eyck,  the  surface  vanishes.  We  are  brought  in- 
side the  space,  which  keeps  the  tilted  floor  and  ambiguous  corners  of  the 
illuminations,  now  so  magnificently  "realized"  that  we  must  admit  they 
were  naive  only  in  the  sense  of  being  too  directly  truthful,  not  wrong. 

In  the  fifteenth-century  Italian  art  founded  on  the  newly  developed  rules 
of  linear  perspective,  optical  truth  has  an  entirely  different  effect — partly 
one  of  novelty  itself.  The  surface  remains,  but  it  has  turned  to  glass.  We  see 
into  a  framed  universe  as  into  a  new  heaven  and  a  new  earth,  a  vision  of  re- 
ality that  apes  the  unrest  and  uncertainty  of  life  only  in  terms  of  perfec- 
tion. Nothing  moves  except  in  harmony;  nothing  stands  still  except  in 
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comfort.  We  stand  out  here,  pressing  our  faces  to  the  pane  and  staring, 
hopeless  of  entry.  The  pictured  world  recedes  into  the  unattainable  picto- 
rial universe,  and  only  our  desire  may  follow. 

These  same  effects,  on  which  the  power  of  the  classical  tradition  is 
based,  are  what  continue  to  make  the  ancient  statues  so  fascinating.  Bodies 
and  draperies  and  their  interrelations  seem  right  rather  than  real;  they 
have  a  way  of  eluding  emotional  identification.  For  architecture  and  for  all 
forms  of  design,  rightness  is  what  is  wanted;  but  in  visions  of  imagined  life, 
perfect  rightness,  although  enormously  compelling,  may  show  a  certain 
aridity  and  limitation,  especially  in  less  than  inspired  works.  Uninspiring 
life  itself  is  rarely  right,  and  then  only  in  patches. 

But  classically  conceived  art  may  naturally  be  seen  as  a  corrective  to 
life,  and  at  its  greatest  it  has  been  one — it  has  changed  things,  imposing  its 
superior  truth  on  the  facts,  standing  firm  in  behalf  of  our  limitless  hopes, 
feeding  our  longing.  Nevertheless  it  is  the  broken  state  of  most  ancient 
statues  that  gives  them  the  pathos  of  actuality  and  brings  them  near  us. 
Unbroken  Neoclassic  approximations  like  Thorwaldsen's  tend  to  keep  their 
distance,  whereas  Michelangelo's  delicately  unbalanced  figures  speak  di- 
rectly to  our  emotional  responses,  our  awareness  of  all  the  imbalance  in  the 
actual  experience  of  the  flesh. 

European  art  was  thus  roughly  divided  up  during  the  course  of  the  fif- 
teenth century  between  those  who  followed  the  classical  aims  that  were 
later  to  flower  in  the  academies  of  the  next  century,  and  those  like  the 
Flemish  painters  who  evolved  more  slowly  out  of  earlier,  medieval  modes 
and  finally  produced  the  triumphs  of  Dutch  and  Spanish  art  in  the  seven- 
teenth century.  In  the  fifteenth  century  the  classicizing  impulse  was  well  in 
the  vanguard,  supported  by  both  innovative  intellectual  theory  and  intelli- 
gent patronage.  At  the  end  of  the  century  a  German  artist  like  Diirer,  com- 
ing with  his  comprehensive  artistic  ambitions  out  of  a  regional  and 
medieval  Northern  craft  tradition,  had  no  choice  but  to  visit  Italy  and  lay 
hold  of  the  new  control  of  visual  form  engendered  there. 

At  the  time  there  could  be  a  general  interconnection  among  all  serious 
artists,  so  far  as  ambition  dictated  and  geographical  limitations  permitted 
them  to  travel  and  see  one  another's  work;  but  the  character  of  patronage 
kept  innovation  to  a  minimum  (except  for  the  most  celebrated  practi- 
tioners), and  that  meant  no  excessive  borrowings  from  heterodox  tradi- 
tions. Thus  the  individual  modes  of  separate  schools  and  separate  studios 
continued  to  develop  and  remain  distinct,  along  with  known  individual 
hands.  Fifteenth-century  Flemish,  Dutch,  and  German  artists  were  contin- 
uing on  autonomous  paths,  despite  the  pervasive  and  persuasive  impor- 
tance of  advanced  Italian  theories. 
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Although  Northern  artists'  most  startling  painterly  advance  was  in  the 
realm  of  texture  as  revealed  by  light,  their  own  conquest  of  space  de- 
manded a  variety  of  perspective  no  less  telling  than  the  scientific,  intellec- 
tual Italian  kind.  Not  just  the  Van  Eyck  interiors  but  the  landscape 
settings  for  Petrus  Christus'  Nativities  and  Depositions,  for  example,  have 
a  complete  spatial  authenticity  that  does  not  require  any  tolerance  from  us 
for  a  medieval  naivete.  Again,  it  is  still  a  matter  of  lighting.  It  is  most  espe- 
cially in  these  Flemish  painters'  works  that  the  effective  lighting  of  the  set- 
ting behind  a  pictured  event  or  personage  was  first  used  to  give  a  scene 
psychological  depth — a  device  that  became  standard  in  cinematic  painting, 
as  well  as  in  cinema  itself. 

There  is  a  very  sophisticated  precedent  for  such  effects  in  the  Flemish 
manuscript  illuminations  known  as  the  Turin-Milan  Hours,  dating  from  be- 
fore 142T),  some  of  which  have  been  attributed  to  Van  Eyck.  Kenneth  Clark 
has  called  attention  to  the  emotional  responses  created  by  the  unprece- 
dented rendering  of  light  on  distant  water  in  some  of  t  hese  illuminations — 
an  effect  he  also  attributes  to  popular  landscape  imagery  in  the  late 
nineteenth  century,  and  which  has  manifestly  carried  over  into  the  com- 
mercial photography  and  cinematography  of  our  world.  He  also  says  of 
some  of  the  earlier  scenes  in  the  Van  Eyck  Ghent  Altarpiere  that  "there  is  a 
remarkable  sense  of  our  being  in  the  landscape — of  our  being  able  to  pro- 
ceed smoothly  from  foreground  to  distance." 

This  sense  is  the  direct  product  of  the  lighting  that  serves  to  unite  the 
scene  with  the  setting  and  the  viewer  with  the  scene.  The  effect  works  even 
when  the  landscape  has  been  removed  behind  a  parapet,  as  in  the  Chancel- 
lor Rolin  Madonna,  or  when  it  appears  through  a  window.  The  light  is  made 
to  move,  to  come  pouring  down  from  the  sky  over  the  distant  and  the  near 
scene  as  well  as  over  the  viewer  with  an  encompassing  naturalism,  a  bath  of 
reality  that  includes  the  ongoing  drama  of  life  in  which  we,  as  ordinary 
beings,  are  bearing  a  part.  And  so,  through  its  realizing  agency,  we  can  feel 
present  at  the  Baptism  of  Christ,  even  though  the  picture  of  it  at  the  bot- 
tom of  one  manuscript  page  is  about  six  inches  wide  and  three  inches  high. 

The  effect  depends  entirely  on  a  manifest  experiential  link  between  the 
background  and  the  main  action:  the  opened  depths  must  not  form  a 
painted  curtain  behind  what  is  happening.  In  the  large,  august,  and  myste- 
rious Baptism  by  Piero  della  Francesca,  for  example,  probably  painted  a 
whole  generation  after  Van  Eyck  in  about  1460  (2.3),  the  landscape  in- 
cludes the  viewer  on  intellectual  rather  than  experiential  terms.  The  per- 
fect linear  perspective  joins  with  the  exquisite  abstract  clarity  of  each  pose 
and  figure — the  even  hemlines  of  the  angels'  dresses,  their  crisp  and  level 
heads  and  level  waistbands,  the  dish  exactly  over  the  center  of  Christ's 
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head  and  directly  under  the  hieratic  dove — to  deny  the  natural  reality  of 
the  perfect  landscape  setting.  The  riverbed  approaches  our  feet,  but  the 
sky  and  hills  seem  exquisitely  painted,  on  a  scenic  drop,  the  distant  groups 
of  characters  on  a  sequence  of  receding  scrims  that  might  be  lifted  or  rolled 
away,  the  whole  perhaps  easily  replaced  by  flat  gold  behind  the  foremost 
group.  The  breathtaking  hush  in  this  work  is  the  sudden  absence  of  air:  we 
could  not  actually  survive  behind  this  picture  plane. 

A  Yirfjin  and  Child  by  Cima  da  Conegliano  from  about  1500,  to  take  a 
still  later  example  (2.4),  shows  a  woman  and  baby  seated  on  a  marble  bench 
and  separated  from  the  viewer  by  a  marble  parapet.  The  distant  Italian 
hills  with  towns,  bridge's,  roads,  river,  and  livestock  might  as  well  be  an  ex- 
quisitely realistic  tapestry  behind  her.  Suffused,  generalized  light  and  per- 
fect harmony  of  color  unite  the  Virgin  and  the  landscape  in  one 
theoretically  outdoor  but  nevertheless  unnaturalistic  and  roomlike  place, 
where  nothing  may  move  casually  in  or  out,  forward  or  back.  The  Virgin 
and  the  backdrop  refer  to  one  another  as  on  a  stage — they  interact  concep- 
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tually  and,  of  course,  beautifully,  but  the  drama  is  enacted  only  in  the  fore- 
ground, and  only  between  Mother  and  Son  and  viewer  and  painter,  whose 
name  appears  conspicuously  on  the  parapet  before  our  eyes. 

Early  designers  of  stage  sets  would  similarly  paint  a  schematically 
opened-up  backdrop  for  drama,  to  stand  for  the  possibility  of  alternative 
action  without  permitting  it,  and  to  locate  the  drama  itself  in  a  conven- 
tional context — court  or  village,  town  or  temple.  A  system  of  apparently 
receding  painted  streets  was  the  earliest  method;  but  distant  painted 
patches  of  sea  and  mountains  or  towers  and  bridges  have  since  been  used 
for  centuries  in  the  theater  as  background  signals,  to  convey  the  idea  of  the 
larger  setting  rather  than  to  permit  any  interaction  between  it,  the  present 
drama,  and  the  viewer.  Scenic  rather  than  cinematic  painters  have  long  re- 
lied on  similar  devices. 

In  the  little  Turin-Milan  manuscript  Baptism,  however  (2.5),  something 
else  has  been  set  up.  Just  as  in  the  Monfortc  Altar,  we  have  not  only  a  con- 
stant flow  of  air  but  an  apparent  constant  flow  of  possible  action  both  for 
us  and  for  the  players.  Christ  stands  in  the  water,  his  legs  and  genitals  both 
conveniently  shielded  by  the  foreground  bank,  where  St.  John  crouches 
above  him.  The  configuration  of  this  shore  and  bank  is  given  the  natural  ap- 
pearance of  a  stream  with  someone  standing  in  it,  if  the  viewer  were  ap- 
proaching the  bank  from  a  certain  distance.  We  can't  yet  see  all  of  him;  the 
grassy  bank  is  in  the  way.  But  a  party  of  other  figures  coming  toward  the 
scene  from  the  distant  right,  and  also  half  hidden  from  us  by  the  near  bank, 
can  obviously  see  all  of  him  already.  We  will,  too,  when  we  get  to  the  edge. 
There  is  some  pebbly  beach  onto  which  the  other  participants  and  specta- 
tors will  soon  arrive,  and  from  which  Christ  has  obviously  waded  out;  but 
the  painter  has  not  tried  to  show  him  wading.  He  gives  us  everything  else: 
beach,  baptist,  Christ,  water,  sky,  and  witnesses,  surrounding  landscape, 
and  distant  river.  But  he  has  allowed  it  all  to  exist  in  the  contingent  realm 
of  worldly  events  in  process,  simply  by  setting  the  scene  with  a  lifelike  lack 
of  emphasis  or  symmetry,  while  arranging  the  gradual  recession  of  hills, 
buildings,  and  water  with  a  perspectival  authority  confirmed  by  light. 

Then,  to  show  that  the  scene  is  in  fact  the  Baptism  of  Christ,  not  a  water 
game  of  some  sort,  he  suddenly  produces  the  gold-shedding  dove  in  mid- 
flight  downward  from  a  benignly  bending  God  Himself.  But  God  is  not  in 
this  scene;  He  is  enthroned  inside  the  initial  letter  of  the  text  above.  This  is 
a  very  cinematic  sort  of  switch.  God's  posture,  beard,  and  robes  are  also 
lifelike  and  asymmetrical,  His  mood  attentive — but  His  flat  gold  back- 
ground shows  He  lives  in  Eternity,  and  only  makes  an  appearance  here, 
fixed  inside  the  sacred  text  that  has  revealed  Him  to  us.  Meanwhile  the 
Baptism  goes  on  in  the  earthly  sunshine  where  we  live.  Above  God,  another 
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2.5   The  Baptism  of  Christ.  Detail  of  illumination  from  Tin  Turin-Milan  Hours 


shot  from  the  same  film  shows  a  flashback  sequence  which  is  the  main  body 
of  the  narrative,  the  birth  of  St.  John  years  before.  Between  them  the  text, 
or  voice-over,  connects  the  two  events. 

This  arrangement  of  sacred  subject  matter  was  conventionally  used  for 
altarpieces  with  predellas  below  showing  relevant  narrative  material  in 
small  scenes — the  events  in  the  life  of  a  saint  shown  martyred  or  enthroned 
above,  or  scenes  from  Christ's  Passion  below  the  scene  of  His  Nativity.  The 
big  altarpieces  designed  this  way  have  a  ceremonial  flavor,  a  way  of  making 
pointed  references  in  a  dignified  manner,  deliberately  suggesting  that  the 
picture  itself  was  a  sacred  public  pageant,  the  static  projection  of  a  mystery 
play  with  different  acts.  But  the  quality  of  multiple  simultaneous  narrative 
in  the  Flemish  manuscripts  is  quite  different,  especially  in  those  done  later 
in  the  century,  after  the  astounding  triumphs  of  lighting  and  composition 
had  been  achieved  in  its  first  quarter.  They  show  none  of  the  austere  de- 
tachment proper  to  the  large  public  rendering  of  sacred  material;  they  are 
full  of  private  intensity,  now  supported  by  advanced  technique. 
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The  great  Flemish  altarpieees  of  the  later  fifteenth  century  done  by  Van 
der  Goes,  Memling,  and  Gerard  David  maintain  the  cinematic  style  first 
developed  by  Van  Eyck.  By  1  502. Gerard  David  could  paint  a  Baptism  ex- 
plicitly showing  Christ  wading  in  a  shady  woodland  spring  (2.(i).  It  is  a 
cool,  elegiac  scene  atmospherically  enhanced  by  two  dim  forests,  one  shel- 
tering the  apostles  from  whom  Christ,  is  parting  at  right  behind  the  fore- 
ground scene,  and  another  shading  the  audience  in  the  left  distance,  where 
•John  delivers  a  sermon.  David  was  a  deliberately  archaistic  painter;  he  had 
no  difficulty  deciding  to  combine  three  scenes  from  separate  times  into  one 
landscape  setting,  as  medieval  artists  had  done.  But  here  again,  the  archaic 
device  is  hauntingly  realized  in  modern,  subjective,  even  introspective 
terms,  as  if  David  had  decided  to  make  a  modern  movie  out  of  an  old 
illumination. 

The  late  illuminations  themselves  are  even  more  gripping  in  their  sub- 
jective flavor.  These  miniature  works  have  close  affinities  with  the  panel 
paintings,  and  we  have  seen  that  some  painters  did  both  kinds  of  work  and 
belonged  to  the  same  guild.  It  is  also  not  irrelevant  that  Alexander  Bening, 
the  great  Ghent  illuminator,  married  into  Hugo  van  der  (Joes'  family,  or 
that  Gerard  David  himself  married  a  well-known  miniature-painter  after 
establishing  himself  in  Bruges.  Manuscripts  were  done  in  workshops  that 
aimed  to  establish  a  studio  style,  not  to  celebrate  an  individual  hand.  Indi- 
vidual talents  combined  to  fix  the  prevailing  character  of  each  workshop's 
product;  ateliers  would  be  staffed  by  family  members  of  both  sexes  as  well 
as  by  employees,  and  would  generate  basic  models,  from  which  a  great 
many  slightly  varied  illustrated  books  could  be  made  in  a  comparatively 
short  time' — like  the  old  MGM  or  Paramount,  in  a  miniature  sort  of  way. 
The  studio  product  had  a  predictable  character,  and  personal  accomplish- 
ment was  not  given  special  credit  for  successful  effects,  even  if  it  was  re- 
sponsible. Just  as  with  the  movies,  such  credit  came  much  later. 

These  establishments,  similarly,  became  large,  profitable,  internation- 
ally famous,  and  competitive.  Their  works  penetrated  into  the  private  lives 
of  churchmen  and  merchants,  nobles  and  princes  and  their  wives,  daugh- 
ters, and  sisters.  Their  lack  of  public  existence  has  since  kept  them  from 
sharing  in  the  subsequent  historic  fame  of  the  great  panel-paintings,  which 
have  entered  public  collections  and  been  exposed  to  centuries  of  public 
awareness.  But  their  influence  has  been  as  great  as  their  impact  on  their 
owners  must  originally  have  been.  That  impact  can  still  be  felt,  because  it  is 
still  modern.  It  depends  on  pictorial  cues  that  are  still  active  and  effective. 

Emotional  effect  was  important  in  fifteenth-century  Northern  Europe 
for  religious  reasons.  Flemish  art  was  consistently  seen  by  the  Italians  as 
exceptionally,  even  embarrassingly  pious;  and  it  was  in  fact  religious  feel- 
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ing  rather  than  doctrinal  orthodoxy,  philosophical  understanding,  or  es- 
thetic harmony  that  these  works  were  specifically  tailored  to  express — a 
new  inward,  personal,  and  emotional  religious  mode  that  was  gaining 
strength,  and  being  expressed  in  new  devotional  books  as  well  as  in  art. 

The  particularity  in  these  Northern  pictures  reflects  a  Northern  particu- 
larity of  spiritual  desire.  Their  subjective  mood  manifests  that  longing  for 
personal  application  and  meaning  in  Christianity  which  later  gathered 
power,  forced  the  reformation  of  the  religious  establishment,  and  became 
the  foundation  of  Protestantism — demonstrably  a  Northern  phenomenon. 
Excessive  personal  piety  seemed  a  Northern  phenomenon  even  in  the  fif- 
teenth century. 

Thus  the  psychological  depth  in  the  Flemish  works  had  a  religious  na- 
ture; but  that  same  look  of  depth,  achieved  by  the  canny  manipulation  of 
light  and  a  quasi-awkward  compositional  program,  also  works  perfectly  for 
rendering  the  modern  inner  world,  the  spiritual  realities  now  called  psycho- 
logical truths.  Minute  surface  verisimilitude  can  also  serve  an  emotional 
purpose  in  secular  imageries,  as  inanimate  things  take  on  moral  and  psy- 
chic rather  than  godly  meaning — as  in  Hitchcock  films,  for  example. 

By  the  nineteenth  century,  a  good  deal  of  Protestant  religious  piety  had 
become  transmuted  into  Wordsworth's  Natural  Piety — the  sense  of  a  cos- 
mic meaning  in  personal  affinity  with  Nature;  and  that  in  turn  has  become 
one  of  the  great  internalized  pieties  of  twentieth-century  America,  where 
the  movies  have  so  brilliantly  flourished.  I  am  suggesting  that  the  perfect 
pictorial  method  for  expressing  all  such  pieties  already  existed  in  North 
European  art:  it  did  not  need  to  be  invented.  When  it  was  translated  into 
film,  movies  became  the  true  religious  painting  of  the  secular  modem 
world. 

Panofsky  defines  the  secret  of  Eyckian  painting  as  the  juxtaposition  of 
the  microscope  and  the  telescope:  "the  simultaneous  realization  and,  in  a 
sense,  reconciliation  of  the  'two  infinites' — infinitesimally  small  and  infi- 
nitely large."  This,  he  also  claims,  is  a  secret  that  eluded  the  Italians;  and 
that  is  not  surprising,  since  their  aim  was  perfect  integration  and  not  rec- 
onciliation, which  recognizes  conflict.  This  reconciling  work  is  exactly  what 
film  picturing  is  always  doing,  blowing  up  minutiae  to  huge  size  and  signif- 
icance while  at  the  same  time  offering  visions  of  an  endlessly  proliferating 
Beyond,  in  another  turn  of  the  street,  a  room  behind  the  door,  a  plain  below 
the  hill. 

The  private  communion  each  viewer  has  with  a  movie  has  been  described; 
and  it  seems  uncannily  similar  to  the  private  communion  a  single  viewer 
can  have  with  a  very  small,  very  realistic,  and  emotionally  charged  picture 
— a  microcosmic  vision  that  can  overwhelm.  A  large  painting  invites  a  pub- 
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lie  audience  that  is  aware  of  itself  as  a  group,  like  a  congregation.  A  tiny 
picture,  like  a  movie  in  a  dark  theater,  invokes  a  solitary  private  dream 
from  each  single  witness.  This  kind  of  effect  seems  to  have  been  what  the  il- 
luminators intended.  Their  rendering  of  distance  and  presence  and  the 
quality  of  action  is  often  given  an  extra  emotional  sharpness  when  it  is  of- 
fered in  a  small  format,  just  as  in  The  Madonna  in  the  Church.  There  is 
always  great  force  in  the  intimate  treatment  of  an  enormous  subject. 

Examples  appear  in  certain  illuminations  that  have  direct  connections 
with  certain  altarpieces.  Several  different  versions  of  the  same  vivid  scene 
of  the  Massacre  of  the  Innocents  were  done  for  different  books  by  the  same 
studio,  possibly  the  same  hand — the  Maximilian  Master,  who  may  in  fact 
have  been  Alexander  Bening  ('1.1).  I  nlike  many  treatments  of  this  subject, 
this  one  has  only  three  or  four  main  figures  and  one  or  two  subsidiary  ones. 
The  wholesale  violence  and  deliberate  cruelty  of  the  slaughter  are  offered 
with  the  economy  of  (J ova  and  the  optical  precision  of  a  newsreel.  No  quan- 
tity of  artistically  bared  breasts,  clasped  hands,  and  the  tumultuous  piling 
up  of  bodies  is  needed  to  convey  this  horror:  A  soldier  quickly  reaches  out 
to  yank  a  fear-stricken  woman  by  her  dress,  before  she  can  slip  out  of  the 
frame  with  her  tiny  baby  clutched  tightly  to  her  neck.  Another  woman  lies 
flat  on  her  back,  her  hair  spreading  out  between  the  legs  of  another  soldier, 
whose  backside  in  wrinkled  tights  is  thrust  out  at  us,  as  he  leans  over  to 
butcher  a  baby  half  hidden  by  his  obscenely  awkward  pose.  We  can  see  only 
its  little  legs  streaming  blood.  A  third  woman  faces  us,  sitting  in  the  puddle 
formed  by  her  skirt,  on  which  lies  the  bloody  corpse  of  a  swaddled  infant. 
Her  hand  is  helplessly  lifted;  her  jaw  drops  numbly.  It  all  looks  like  a  news- 
paper photograph  of  a  modern  atrocity  in  progress.  Behind,  a  simple  town- 
scape  recedes  to  merge  with  a  tranquil  countryside,  past  one  or  two  soldiers 
moving  off  to  the  left  who  stolidly  seek  prey  in  other  parts  of  town.  In  the 
distance,  we  can  just  see  Mary  and  .Joseph  escaping  to  Egypt.  The  three 
versions  of  this  picture  are  about  postcard  size. 

A  later  version  of  this  same  composition  by  another  hand  forms  part  of 
an  altarpiece  now  in  Liibeck.  But  this  panel  is  four  feet  high,  and  the  tone 
of  the  image  is  altogether  changed  and  somewhat  Italianized.  The  bending 
soldier's  pose  and  costume  have  been  cleaned  up  and  made  graceful,  and 
his  victim  isn't  bleeding.  The  reaching  soldier  touches  the  woman's  dress, 
but  he  does  not  yank  it  out  of  its  elegant  shape;  her  baby  is  loosely  held,  not 
clutched;  her  open-mouthed  face  has  an  air  of  polite  surprise.  Present  at 
the  scene  only  by  pictorial  courtesy,  Herod  looks  on  regally  from  a  distant 
little  balcony.  There  are  no  patrolling  soldiers,  no  stunned  sitting  woman: 
for  his  large,  formal  version,  this  artist  clearly  renders  the  horrible  event  as 
a  kind  of  dance,  so  as  not  to  horrify  us  too  much. 
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2.7  The  Massacre  of  the  Innocents.  Illumination  from  The  Hours  of  Isabel  la  Catolica 
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The  Maximilian  Master  also  illustrated  the  Way  to  Calvary  twice  in  the 
same  way,  but  one  version  is  a  close-up  of  the  other.  The  camera  has  first 
caught  the  whole  procession  from  a  distance,  and  then  zoomed  in  to  con- 
centrate on  Christ's  half-length  figure  and  the  faces  nearest  him.  Behind, 
the  very  same  distant  portion  of  the  cavalcade  can  be  seen,  now  closing  its 
ranks  and  moving  a  bit  farther  on.  But  these  two  pictures,  being  destined 
for  different  books,  would  not  have  been  seen  together  except  by  the  artist 
himself,  imagining  the  scene  with  his  cinematic  eye. 

Miniatures  with  secular  subjects  were  plentiful  in  later  illuminated 
books,  and  in  Books  of  Hours  they  chiefly  illustrated  calendars,  to  show  ac- 
tivities proper  to  the  seasons  and  the  months.  Such  works  also  gained  life- 
like actuality  during  the  course  of  the  fifteenth  century,  so  that  the 
miniatures  of  Alexander  Bening's  son  Simon  from  the  first  quarter  of  the 
sixteenth  century  are  like  little  documentaries  of  daily  life,  unfocused  by 
tragic  martyrdoms  or  sacred  epiphanies,  and  also  unenhanced  by  the  gra- 
cile,  courtly  rendering  of  earlier  days.  As  always  in  this  tradition,  the  real 
drama  is  in  the  movement  of  li<rht  and  air,  as  it  gives  breath  and  pulse  to  all 
these  nameless  and  often  faceless  busy  people  shearing  sheep,  chopping 
trees,  or  serving  food  by  the  fire  on  a  winter's  night  while  the  cat  basks 
nearby  (2.8,  2.9). 

All  the  living  forms  and  the  action,  unlike  those  in  Bruegel's  large  works 
on  similar  themes,  are  unemphatic,  unrhetorical,  and  unstartling.  There  is 
no  irony  here,  no  low  comedy,  no  commentary  on  human  folly.  The  artist 
and  his  superior  judgment  stay  out  of  sight,  so  we  may  absorb  the  quality  of 
these  unselfconscious  people  without  absorbing  any  editorial  commentary. 
This  also  is  a  modern  cinematic  style.  It  is  the  seriously  romantic  documen- 
tary mode,  used  by  Carl  Dreyer  in  Ordet,  for  example,  as  well  as  Olmi  in 
The  Tree  of  Wooden  Clogs,  that  slows  down  physical  action  so  as  to  permit 
the  expressive  force  of  light  to  act  instead,  to  model  the  bodies  and  faces 
and  invest  them  with  a  meaning  that  seems  to  go  beyond  their  behavior. 
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2.8   SIMON  BENING,   Winter  Evening.  Illumination  from  The  Da  Costa  Hours 


2.9   simon  bemng,  June.  Detached  leaf 
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JLJJy  THE  END  of  the  fifteenth  century,  print  had  made  it  possi- 
ble for  illustrated  books  to  take  over  part  of  the  function  of  public  sculp- 
ture and  wall  painting,  and  to  begin  the  almost  infinite  modern  expansion 
of  visual  life  for  ordinary  people.  The  way  in  which  many  people  could  see 
the  same  image  was  individualized — the  picture  could  come  to  the  public 
one  person  at  a  time.  This  in  itself  is  the  beginning  of  cinematic  experience, 
whereby  many  people  may  be  gripped  by  something  simultaneously,  and 
yet  quite  privately.  Images  designed  for  such  a  situation  are  inevitably  tai- 
lored to  suit  it,  as  they  soon  were  in  the  arts  of  the  sixteenth  and  seven- 
teenth centuries.  Along  with  its  old  purpose  as  public  oratory,  visual  art 
became  a  word  in  each  private  mind,  a  vision  in  each  private  eye.  The  partic- 
ularity of  the  Northern  tradition  lent  itself  admirably  to  this  new  kind  of 
direct  communication. 

It  has  become  a  cliche  that  the  invention  of  movable  type  helped  to 
spread  the  Reformation,  by  its  capacity  to  move  new  ideas — literacy  itself 
among  them — swiftly  through  new  levels  and  groups  of  people.  This  sug- 
gests that  print  is  like  Protestantism:  it  aims  to  be  general,  to  break  down 
old  hierarchies,  to  offer  the  same  thing  privately  to  many  people  at  once,  to 
ally  itself  with  middle-class  ideas  of  private  commerce  and  private  moral- 
ity. An  additional  quality  of  printed  pictures  is  that  they  can  do  all  this 
while  using  the  direct  appeal  to  the  eye  used  in  traditional  public  art.  With 
the  rise  of  printed  books,  not  just  the  Reformation — which  was  in  fact  more 
appropriately  conveyed  through  the  flexible  medium  of  words  than  through 
icons,  which  were  associated  with  the  old  order — but  all  image-wielding  en- 
terprises could  address  the  people  directly,  through  pictures  designed  to 
seize  on  the  feelings  and  persuade  each  soul  with  independent  force.  By  the 
sixteenth  century  internal  developments  in  art  lent  themselves  to  the  cause 
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of  persuasiveness.  Advanced  realism  could  be  used  to  editorialize  with 
greater  effect  than  cruder  or  more  abstract  medieval  methods  allowed. 

Except  in  secular  calendar  scenes,  the  psychological  effects  achieved  by 
Renaissance  illuminators  were  created  to  illustrate  known  texts,  classic 
and  poetic  or  sacred  and  Biblical:  the  fixed  subject  was  deepened  but  not 
advanced  by  the  illustrations.  The  limited  audience  for  these  books  was  vi- 
sually well  educated,  able  to  appreciate  the  sophistication  of  the  pictures 
while  already  having  the  texts  by  heart;  but  literacy,  even  among  those  at 
the  very  highest  level  of  society  who  commissioned  these  exquisite  books, 
was  by  no  means  a  universal  habit.  Each  book  was  also  unique,  slightly  dif- 
ferent from  every  other  product  of  the  same  workshop  done  from  the  same 
models;  bookmaking  was  a  custom  business  for  a  private  clientele.  But  the 
emotional  range  of  illustrative  methods  was  thoroughly  explored,  even 
though  nothing  new  was  added  to  the  content. 

On  the  eve  of  the  great  public  expansion  of  printed  texts  and  of  commer- 
cial graphic  art,  these  advanced  illuminations  were  prophetic,  from  the  ex- 
pressive point  of  view,  of  new  illustrative  possibilities.  Not  just  rich 
connoisseurs  but  everybody  could  respond  to  the  new  personal  directness 
of  their  visual  realities,  the  new  sense  of  the  pictorially  possible  that  they 
explored.  The  most  original  thematic  contribution  they  made  was  that  of 
the  landscape  subject,  the  natural  scene  void  of  sacred  apparitions  but 
freighted  instead  with  psychological  suggestions  born  of  common  life  and 
ordinary  light.  This,  too,  was  prophetic. 

The  early  printed  block  books,  coming  into  existence  in  Northern  Eu- 
rope in  the  fourteenth  and  fifteenth  centuries  at  a  much  lower  social  and 
esthetic  level,  had  had  more  motive  power  with  much  less  emotive  skill.  In 
these  devotional  and  didactic  works,  the  pictures,  carved  on  the  same  block 
as  the  text  and  bearing  much  of  the  message,  were  direct  attempts  to  teach 
or  warn,  to  harrow  up  the  soul  or  strike  it  with  wonder.  They  did  not  deal 
with  the  august  scriptural  subjects,  and  their  style  was  as  harsh  as  their 
themes.  But  it  was  such  books  that  made  Northern  Europe  the  cradle  of  il- 
lustration, the  place  where  pictures  were  first  most  intimately  connected 
with  personal  experience. 

Individual  printed  pictures  were  even  older  than  the  block  books  and 
had  served  simpler  purposes  long  before  the  spread  of  pictorial  or  textual 
literacy.  Playing  cards,  which  were  the  first  printed  pictures  in  Europe, 
and  simple  devotional  images  were  available  to  the  public  without  having 
any  special  persuasive  aim  in  their  pictorial  style.  Religious  prints — 
saints'  images,  madonnas,  crucifixions,  and  the  like — were  sold  at  shrines 
and  fairs  and  tacked  up  unframed  on  walls,  or  pasted  inside  box  lids  and 
cupboard  doors,  with  the  primitive  reverence  now  reserved  for  wallet  photo- 
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graphs  or  pinups  tucked  into  the  mirror  frame.  Early-fifteenth-century 
Netherlandish  painters  such  as  Van  Eyck,  Petrus  Christus,  or  the  Master 
of  Flemalle  often  self-consciously  emphasized  the  brand-new  realism  of 
their  own  technique  by  including  such  simple  prints  in  their  panel  paint- 
ings of  interior  scenes,  where  they  sometimes  appear  tacked  to  the  wall  of 
the  room.  Although  this  may  demonstrate  these  painters'  own  sense  of  su- 
periority to  cruder  forms  of  art,  at  the  same  time  the  motif  suggests  a  cer- 
tain feeling  of  solidarity,  an  awareness  that  the  power  of  art  itself 
transcends  false  boundaries  between  high  and  low  aims,  or  between  old 
themes  and  new  skills. 

The  talismanic  character  of  the  medieval  religious  prints  (or  indeed  of 
playing  cards)  gave  them  so  intimate  an  importance  in  life  that  there  was 
no  need  for  realism  in  their  style  of  rendering.  It  was  the  later  painters  of 
sacred  subjects — Van  Eyck,  Van  der  Weyden,  Van  der  Goes — who  added 
the  persuasive  element  to  the  artistic  form  itself,  to  bring  the  standard  holy 
images  into  sharp  visual  focus.  But  these  new  paintings  kept  their  old  nu- 
minous life,  even  while  they  acquired  new  material  preciousness  and 
worldly  reality.  Their  new  realism  could  not  secularize  them. 

Meanwhile,  during  the  same  period  and  still  mainly  for  religious  pur- 
poses, pictorial  journalism  and  sensational  pictorial  fiction  were  coming  to 
life  in  Northern  Europe.  At  the  time,  printed  or  hand-painted  color  was  a 
very  crude  element  in  early  printed  pictures;  the  "graphic"  idiom  pre- 
vailed, and  the  "color"  of  black-and-white  narrative  consistently  proved  the 
most  telling.  The  block  books  flourished  in  the  early  fifteenth  century, 
some  in  comic-book  style  showing  speeches  written  in  banderoles.  Themes 
included  crypto-erotic  little  tales,  "graphically"  showing  the  amorous  rela- 
tion between  Christ  and  the  Christian  Soul,  or  "graphic"  illustrations  for 
the  Song  of  Songs.  The  Ars  Moriendi  was  one  of  the  most  popular  of  these 
block  books,  describing  the  trials  besetting  the  departing  soul  and  illus- 
trated with  vivid  deathbed  scenes  showing  the  dying  man  tempted  by 
demons,  as  he  lies  surrounded  by  attendants  both  pernicious  and  benign 
(3.1).  Domestic  details — tables,  curtains,  vessels,  pets — are  sharply 
present  along  with  the  devils. 

In  the  1930's  Panofsky  described  a  link  between  such  early  graphic 
works  and  early  silent  movies,  equating  the  exaggerated  crude  lines  en- 
graved on  wood  with  the  crudity  of  silent-screen  acting,  by  comparison 
with  the  evolved  refinements  of  stage  acting  or  of  flexible  pencil-  and 
brushwork.  One  may  now  go  even  further,  since  film  has  gone  so  far,  and 
see  a  comparison  between  later  graphic  works  of  utmost  subtlety,  such  as 
those  of  Rembrandt  and  Goya,  with  the  dramatic  and  psychological  scope 
of  modern  film  acting,  which  has  departed  as  radically  from  stage  acting  as 
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from  "L'art  an  Marin  "  (Ars  Moricnrii) 


Rembrandt  from  crude  woodcuts.  Even  more  acutely,  Panofsky  also  called 
attention  to  the  "folkloristic"  iconography  in  early  movies,  especially  car- 
toons, which  is  similarly  shared  with  the  early  block  books  and  narrative 
strip  prints:  "sadism,  pornography,  the  humor  engendered  by  both,  and 
moral  justice  .  .  .  the  primitive  and  inexhaustible  David  and  Goliath  motif, 
the  triumph  of  the  seemingly  weak  over  the  seemingly  strong."  Such  the- 
matic material  has  not  altered  during  the  century-long  history  of  film- 
making, any  more  than  it  altered  in  Northern  illustrative  art  between  the 
Middle  Ages  and  the  Renaissance.  What  altered  in  both  cases  was  the  tech- 
nique and  its  effectiveness.  The  satisfying,  popular  "folkloristic"  themes 
remained  intact  in  both. 

Later  in  the  same  essay  Panofsky  says  of  the  film  medium  itself,  "The 
problem  is  to  manipulate  and  shoot  unstylized  reality  in  such  a  way  that 
the  result  has  style."  This  task  is  exactly  what  the  Northern  painters  of  the 
early  fifteenth  century  first  tried  to  do  with  the  great  sacred  subjects. 
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Later,  the  Renaissance  illuminators  were  able  to  do  the  same  thing,  imag- 
inatively varying  the  sacred  themes  for  their  private  viewers  and  adding 
unprecedented  secular  material.  But  Northern  graphic  illustrators  went 
further,  with  a  much  more  flexible  range  of  subjects.  These  artists,  of  whom 
the  greatest  early-fifteenth-century  ones  were  Schongauer,  Master  E.S., 
and  the  Housebook  Master,  were  able,  like  film-makers,  to  use  basic  popu- 
lar themes  with  strong  meaning  to  the  public  at  large,  to  combine  and  up- 
date them  as  culture  advanced,  and  to  make  them  increasingly,  suavely, 
and  more  affectingly  "real"  as  the  technical  ability  to  "shoot  and  manipu- 
late unstylized  reality"  grew. 

By  1500  publishing  had  become  a  big  international  business,  and  ways 
had  been  devised  to  print  pictures  simultaneously  with  movable  type  on  the 
same  page.  The  appeal  of  pictures  stimulated  literacy,  and  the  number  of 
illustrated  books  of  all  kinds  thus  increased  enormously  and  reached  great 
numbers  of  people.  The  realism  in  such  illustrations  correspondingly  un- 
derwent swift  development  in  a  very  short  time,  especially  in  the  North, 
where  both  prints  and  a  "graphic"  disposition  about  reality  had  already 
had  a  long  early  life,  so  that  there  was  an  unusually  large  public  for  such 
productions.  By  the  end  of  the  fifteenth  century,  Italian  book  illustration 
was  also  well  launched,  with  graceful  editions  of  Dante  and  Petrarch  as 
well  as  small  printed  editions  of  sacred  plays  illustrated  with  brilliantly 
stable,  clear,  and  economical  little  scenes.  Savonarola's  tracts  were  also 
published  with  the  addition  of  just  such  pictures;  and  so  the  persuasive 
power  of  the  pictorial  medium  was  established. 

Scientific  treatises  and  books  of  instruction  appeared  with  the  crisp  and 
perfect  sort  of  illustration  that  only  print  could  guarantee,  free  at  last  of 
any  hand-copyist's  failure  to  understand  or  willingness  to  fudge.  Drawings 
of  botanical  specimens,  for  example,  now  made  especially  to  be  printed, 
could  be  precise  and  sensitive  realistic  renderings,  instead  of  easy-to-copy 
schematic  stylizations.  And  so  the  general  standard  for  artistic  realism  was 
everywhere  raised,  and  the  eyes  of  all  Europe  were  retrained.  Single  broad- 
sheets and  individual  prints  also  increased  production  and  sales,  as  illus- 
trated books  increased  the  demand  for  all  pictures. 

The  fame  of  individual  artists  was  beginning  to  be  spread  by  their  en- 
gravings alone,  a  fame  that  has  persisted  ever  since.  Hardly  anyone  knows 
the  great  illuminators  such  as  the  Benings  or  Horenbout  by  name;  but  ev- 
eryone knows  Durer  and  Holbein,  not  because  of  their  paintings  but  be- 
cause, through  their  prints,  their  fame  had  already  become  part  of  the 
whole  flow  of  cultivated  life  even  before  their  own  deaths.  Both  the  literate 
and  the  unlettered  could  know  them,  artists  and  their  patrons  and  the  pub- 
lic all  at  once.  The  images  they  invented  became  synonymous  with  truthful 
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appearance,  especially  for  the  portraiture  of  the  great;  but  by  extension, 
printniakers  became  responsible  for  portraits  of  all  reality,  mythic  or  ac- 
tual: Christ  and  His  mother,  angels  and  devils,  Death  and  God  the  Father 
acquired  their  proper  looks  chiefly  through  prints.  So  did  peasants  and 
horses,  Apollo  and  Diana,  soldiers  and  dogs,  beggars  and  emperors,  prosti- 
tutes and  nuns. 

In  the  sixteenth  century,  printed  pictures  really  established  their  sway 
over  all  visual  aspects  of  common  life.  Although  single-sheet  woodcuts  had 
long  since  found  their  way  into  individual  hands,  the  realistic  style  in  such 
popular  works  had  been  fully  achieved  only  after  1500.  Much  early  printed 
illustration,  such  as  those  for  the  great  145)3  compendium  of  geographical 
and  historical  lore  called  The  Nuremberg  Chronicle,  had  been  schematically 
offered  wit  hout  apologies:  one  configuration  of  walls  and  roofs  would  stand 
for  the  picture  of  any  city,  and  one  draped  figure,  with  a  few  changes  of  de- 
tail, for  the  picture  of  any  saint.  But  during  the  loOO's,  printed  illustration 
caught  up  with  the  extraordinary  direct  power  demonstrated  by  the 
illuminators. 

Most  of  this  achievement  must  be  credited  to  Diirer,  simply  because  he 
did  more  for  the  prestige  of  engraving  and  woodcuts  than  anyone  before  or 
since.  Diirer  was  also  a  famous  painter  and  a  famous  traveler,  someone 
burning  to  embrace  the  world  with  his  eye  and  hand  and  talent,  including 
the  world  of  other  talents  in  other  places.  He  moved  through  Europe,  and 
so  did  his  pictures.  On  his  journeys,  besides  exchanging  drawings  with 
other  famous  artists,  he  was  able  to  pay  his  way  with  his  engravings,  and  so 
to  increase  his  and  their  influence  and  fame,  and  to  raise  the  acknowledged 
value  of  all  prints.  Diirer  is  the  first  great  figure  in  the  history  of  that  kind 
of  graphic  pictorial  influence  that  persists  today  in  the  realm  of  movies. 
His  prints  were  not  in  themselves  "cinematic"  in  the  precise  way  I  am 
using  that  word;  but  his  use  of  pictures  prefigured  the  power  of  cinema.  His 
apparent  desire  to  influence  and  be  influenced  through  pictures  has  a  mod- 
ern cast  that  foreshadows  the  way  film  works  on  modern  consciousness. 

One  reason  is  the  encompassing  flavor  of  German  Renaissance  human- 
ism in  Diirer's  whole  style  of  working  and  living.  He  was  not  interested  in  a 
carefully  built  and  guarded  exclusive  product  but  rather  in  discovery,  in- 
terchange, and  scope;  and  so  he  maintained  a  free-wheeling  mode  of  being 
an  artist  that  kept  him  and  his  works  on  the  move  in  his  time,  and  made  him 
an  enormous  success.  For  a  serious  artist  at  that  time,  using  the  business  of 
printed  pictures  was  an  obvious  new  way  to  become  a  power  in  the  world,  to 
get  in  everywhere.  And  so  in  fact  Diirer's  was  the  first  artist's  signature  to 
be  extensively  forged. 

Diirer  was  quick  to  master  and  to  improve  all  the  extant  graphic  tech- 
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niques — etching,  engraving,  woodcut,  and  drypoint — so  as  to  lift  them  all 
at  once  out  of  the  craft  heritage  that  associated  them  with  gold  and  silver 
engraving  or  with  the  crudest  kind  of  popular  picture,  and  to  insist  that 
black-and-white  prints  must  register  as  powerfully  as  paintings — more, 
since  more  people,  artists  or  not,  could  see  them  and  respond.  He  con- 
nected the  medium  not  only  with  writing  (his  engravings  are  like  dense, 
handwritten  epics)  but  more  daringly  with  drawing,  which  already  had 
enormous  artistic  prestige,  especially  in  Italy.  He  translated  his  own  draw- 
ings into  even  more  dramatic  prints,  saying,  "What  one  artist  sketches  with 
a  quill  in  a  day  may  outdo  what  another  will  labor  over  for  a  year."  And 
then  he  showed  the  world  how  such  superior  labor  of  a  day  could  also  reach 
thousands  in  print  form.  In  the  modern  world,  it  is  the  photographer  or 
cinematographer  whose  one  day's  work  can  bring  a  world  into  existence  in- 
side the  minds  of  countless  others. 

But  the  way  to  do  it,  then  and  now,  was  to  play  upon  and  expand  the  ex- 
isting visual  furniture  of  such  another's  mind.  Durer's  Apocalypse  series, 
for  example,  was  based  on  popular  Biblical  illustrations  already  familiar 
for  centuries  in  block-book  form,  even  more  familiar  than  scenes  from  the 
life  of  Christ.  Since  there  was  already  a  public  accustomed  to  the  subject, 
Durer's  new,  daring  visions  of  it  seemed  like  half-familiar  dreams,  some- 
thing frightening  conjured  from  the  back  of  everyone's  mind. 

One  dazzling  invention  of  Durer's  that  ensures  the  impact  of  these  and 
his  other  pictures,  and  one  that  is  in  fact  acutely  cinematic,  is  the  emotional 
use  of  back  lighting.  Dtirer  was  the  first  to  put  a  blinding  white  radiance 
(actually  a  blank  patch  on  the  page)  directly  behind  a  darkly  shaded  head, 
for  example,  instead  of  simply  drawing  lines  outward  from  it,  to  stand  for 
shining.  Lines  that  gradually  diffuse  the  light  begin  only  on  the  edges  of 
the  white  space,  producing  the  same  effect  as  when  we  actually  look  at  a 
light  source  (3.2).  The  modeling  gives  the  head  optical  credibility,  but  the 
white  nimbus  behind  it  seems  also  to  give  it  the  unbearable  brightness  of 
the  sun  itself,  and  we  almost  can't  look  at  it.  Everything  else  in  the  picture 
represents  a  further  breaking  up  of  that  white  light  into  the  lines  that  make 
the  image  we  can  see;  and  so  we  seem  to  be  vouchsafed  a  vision  derived 
from  celestial  light. 

Holbein's  Dance  of  Death  is  another  example  of  how  an  antiquated 
theme,  by  taking  on  a  new  guise  and  entering  the  new  stream  of  printed  ma- 
terial, could  gain  fresh  life  and  immortalize  its  artist.  The  medieval  image 
of  Death  seizing  each  person  indiscriminately  had  been  treated  in  public 
pictorial  terms  early  in  the  fifteenth  century  in  the  form  of  large  mural  dec- 
oration for  cemeteries  and  cloisters.  Such  life-size  works,  all  now  lost,  were 
famous  tourist  attractions,  and  there  was  one  in  Basel,  where  Holbein  lived 
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in  his  youth.  The  Danse  Macabre  theme  was  also  rendered  in  block  books, 
in  the  stark  graphic  idiom  of  the  time — and  those  works  are  also  now  for- 
gotten, because  they  lost  both  moral  and  visual  "reality"  during  the  great 
changes  of  the  sixteenth  century.  Nevertheless  the  old  theme  was  treated 
as  a  cycle  or  a  sequence  and  conceived  in  motion,  as  a  dance,  with  a  possible 
link  to  staged  representations  of  Death  formally  dancing  with  his  victims 
in  all  the  carefully  ranged  levels  of  society. 

When  Holbein  did  his  Renaissance  version,  he  was  able  to  reconceive  the 
meaning  of  the  dance,  and  indeed  to  abandon  the  formal  dance  entirely  for 
a  dynamic  new  way  with  "unstylized  reality"  (3.8-8.6).  These  scenes  are 
tiny  frames  from  a  fluid  drama  of  contingency  and  chance,  a  few  shots 
from  a  larger  moral  tale.  The  "dance"  is  now  only  the  undisciplined  stum- 
ble and  jerk  of  normal  motion,  with  Death  wriggling  and  cringing,  stalking 
and  prancing,  stretching  and  stooping  in  his  naked  bones,  always  a  limber 


82 


MOVING  PICTURES 


parody  of  the  human  action  that  feels  dignified  by  its  encumbrances  of 
flesh  and  cloth. 

Glancing  reference  is  made  to  current  living  figures — the  Emperor 
Maximilian,  King  Francis  I — and  much  more  to  current  weaknesses  in  the 
social  fabric,  but  all  without  pointed  theatrical  emphasis.  Death  tweaks 
pretentious  characters  by  parts  of  their  garments,  discomposing  their 
physical  balance  and  their  social  presence  like  some  personification  of  a 
sudden  qualm.  But  he  cheerfully  walks  off  hand  in  hand  with  the  little 
child,  who  waves  insouciantly  to  its  helpless  mother;  he  solicitously  guides 
the  elbow  of  the  aged.  He  interrupts  practical  commerce  of  all  kinds,  hon- 
est and  dishonest  alike,  and  comes  between  the  miser  and  his  gold  no  faster 
than  between  the  bridegroom  and  his  bride. 

Death  comes  decked  as  a  suppliant,  an  attendant,  a  crass  kind  of  double; 
and  so  he  quickens  the  sense  of  passing  life,  sharpens  the  edge  of  en- 
counters, adds  the  flavor  of  anxiety  and  inward  speculations  to  solitude. 
And  he  is  just  as  cruel  to  the  stupid  plowman  and  the  crazed  fool  as  he  is  to 
the  fat  abbot,  showing  neither  more  mockery  nor  more  respect  to  the  just 
king  than  to  the  shifty  lawyer.  These  are  very  modern  pictures  on  a  very  old 
subject,  so  modern  that  the  subject  itself  seems  changed,  transmuted  by 
the  new  scope  of  the  medium  into  something  else.  Their  arbitrary  sequence, 
whereby  the  ranks  of  society  are  utterly  disregarded,  is  an  important  new 
aspect  of  experience  not  treated  in  earlier  versions. 

This  series  was  published  in  1538  with  a  moralizing  French  text  that 
had  nothing  to  do  with  Holbein,  who  had  apparently  done  the  pictures 
some  years  earlier  to  please  himself,  without  a  commission  and  without  any 
text.  These  tiny  scenes,  about  two  by  two  and  a  half  inches  in  size,  carry  a 
great  deal  of  incidental  narrative  material  packed  in  each  frame.  Most  of  it 
is  conveyed  by  the  angle  of  vision,  the  organization  of  space,  and  the  rather 
casual  jumbling  of  objects  and  figures.  Each  scene  seems  to  leak  out  at  the 
edges,  to  suggest  rather  than  describe  the  whole  milieu  in  which  Death's 
errand  is  shown  pinpointed.  There  is  one  person  he  is  sent  to  summon  out 
of  the  busy  square,  the  cool  arcade,  the  noisy  wharf;  we  actually  see  only 
the  moment,  but  he  lets  us  infer  the  surrounding  circumstances — the 
stuffy  convent,  or  the  endless  fields.  In  its  montagelike  arrangement,  it  is 
all  one  motion  picture,  not  a  set  of  minatory  emblems  or  a  sequence  of 
staged  boxes. 

Holbein  was  another  commercial  success  like  Durer;  and  perhaps  at  the 
time  that  was  the  only  kind  of  artist  who  could  begin  to  work  in  this  mod- 
ern, filmlike  way,  combining  old  sure-fire  graphic  themes  with  a  new  idea  of 
personal  life  that  only  a  new  variety  of  artistic  realism  could  convey,  in  a 
medium  full  of  stunning  new  technical  effects.  Holbein  had  become  a  sue- 
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3.3-6   HANS  HOLBEIN,   The  Merchant,  The  Duchess,  The  Ploughman,  The  Child. 

Four  woodcuts  from  The  Dance  of  Death 
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cessful  illustrator  before  he  was  twenty,  and  a  practical  maker  of  all  kinds 
of  art  for  all  kinds  of  client.  The  new  publishing  business  had  a  lot  of  work 
for  such  a  talent,  and  he  did  many  decorative  borders,  frontispieces,  and 
ornaments  for  books  besides  illustrations.  His  impact  on  European  visual 
life  was  thus  redoubled,  as  in  the  case  of  all  great  painters  who  were  also 
commercial  graphic  artists.  His  graphic  work  was  immediately  copied  and 
approximated  and  alluded  to  by  hosts  of  other  practitioners  using  print 
media,  while  at  the  same  time  his  paintings  and  drawings  had  influence  on 
the  work  of  other  painters  at  the  highest  level.  As  with  Durer,  it  was  too  late 
for  him  to  be  an  illuminator  of  manuscripts;  instead  he  was  among  the  first 
to  illuminate  the  whole  world  through  print. 

In  the  sixteenth  century,  painters  began  to  collect  and  copy  material 
from  original  prints,  and  also  to  have  their  paintings  reproduced  in  print 
form.  The  international  life  of  art  thus  began  to  move  along  in  black-and- 
white  terms.  In  praising  Durer's  original  prints,  Erasmus  conjures  all  the 
famous  classical  praises  applied  to  the  painters  of  antiquity,  but  he  marvels 
specifically  that  the  modern  artist  can  do  it  all  in  monochrome  without  the 
blandishments  of  color.  He  further  remarks  that  if  color  were  added,  it 
would  injure  the  work — a  reference  to  the  tradition  of  hand-coloring  crude 
woodcuts  that  had  long  prevailed.  Durer's  prints  were  obviously  in  another 
league.  Pure  black-and-white  expression  was  thus  officially  ranked  with 
the  power  of  painting  on  equal  terms;  and  it  was  perceived  as  a  modern  me- 
dium newly  improved  for  transmitting  ancient  themes.  Prints  now  did  what 
painting  had  done,  but  under  the  dispensations  of  the  modern  world,  they 
could  do  more  of  it.  And  in  some  cases,  like  movies,  they  could  do  it  better. 

Printmakers  copied  paintings,  as  well  as  other  prints;  and  painters  cop- 
ied prints— not  totally,  perhaps,  but  by  using  visual  phrases  and  tags  gar- 
nered from  various  different  print  sources  to  fill  out  original  compositions, 
taking  the  gesture  of  an  arm  or  the  arrangement  of  an  angel's  hair,  or  a 
shack  on  a  distant  hillside,  and  reheating  them  in  the  creation  of  a  new 
dish.  Really  good  pictures  could  now  travel  to  the  studios  of  different  art- 
ists, who  could  now  learn  from  them  in  private,  transmuting  and  modifying 
and  experimenting  with  another's  formal  material,  working  in  close  contact 
with  another  artist's  ideas  but  without  needing  any  contact  with  the  man. 
Printed  type,  which  now  made  texts  perfectly  reproducible — instead  of 
variable  according  to  variations  in  the  skill,  brains,  or  devotion  of  genera- 
tions of  copyists — did  the  same  for  European  intellectual  life.  But  in  the 
world  of  art,  the  black-and-white  medium  itself  became  important  as  never 
before,  as  it  became  the  universal  vehicle  of  visual  understanding.  Divi- 
sions between  Northern  and  Italian  vision  show  up  even  more  acutely  in 
their  different  uses  of  it. 
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The  suppression  of  color  even  in  painting  was  a  long-standing  North  Eu- 
ropean impulse,  going  back  to  Jean  Pucelle's  grisaille  manuscript  works  in 
the  fourteenth  century  and  continuing  with  the  grisaille  groups  rendered 
by  the  Master  of  Flemalle,  Van  Eyck,  and  their  followers  on  the  external 
panels  of  altarpieees.  Going  beyond  this  imitation  of  colorless  sculpture 
were  nocturnal  scenes  in  certain  Flemish  manuscripts  and  in  the  work  of 
Geertgen  tot  Sint  Jans  (8.7).  Here  the  moon  or  sometimes  only  the  divine 
radiance  of  the  Christ  Child  illuminates  the  darkness,  and  mundane  color 
is  washed  out  by  supernal  light.  This  is  a  very  early  kind  of  photo-graphic 
demonstration,  a  display  of  light  as  a  non-mediating  vessel,  superior  to 
color  for  conveying  truth — especially  the  truth  of  spiritual  things  mani- 
fested as  material  ones,  with  the  Incarnation  being  the  best  example. 


:*.7    OEKRTGKN   TOT   SINT  JAN'S,    Tin  Satirity  (it  Xiffht 
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Adrian  Stokes  has  distinguished  this  Northern  way  of  seeing  truth  from 
the  Italian  in  terms  of  physical  atmosphere.  He  speaks  of  "the  Northern 
day,  whose  emphasis  is  on  the  transitory  or  rhythmic  nature  of  light  ef- 
fects. .  .  .  The  Northern  air  is  luminous;  in  the  South,  the  air  is  clarid,  and 
the  stone  luminous.  Atmospheric  effect  is  solid,  tonal."  Color  suffusion  is 
thus  a  Southern  phenomenon;  atmosphere  is  generated  out  of  form,  into 
which  the  light  has  soaked.  Tonal  gradations,  so  thoroughly  explored  by 
Leonardo  da  Vinci,  had  to  be  entirely  encompassed  by  a  given  solid  form, 
whereas  Northern  artists  saw  tonality  as  a  property  of  the  mobile,  light- 
filled  air  itself,  acting  upon  solid  and  colored  objects  arbitrarily.  The  light- 
filled  air  operates  independently  of  color  and  form,  and  so  it  can  seem  to 
stand  for  the  soul  moving  independently  of  circumstance,  only  signifi- 
cantly and  occasionally  striking  against  it,  as  when  divinity  chooses  to  in- 
habit matter. 

In  Italy  the  colored  object  is  saturated  with  light  and  glows  of  itself; 
light,  and  the  soul,  have  no  independent  scanning  movement.  Everything 
spiritual  is  captured  within  the  colored  mass,  and  its  only  movement  is  its 
struggle  out  onto  the  surface,  for  which  it  requires  the  help  of  the  artist's 
encouraging  and  caressing  hand.  In  the  North  the  hand  seems  absent,  and 
only  the  eye  engages  the  moving  light  in  its  task.  The  tiny  format  of  North- 
ern illuminations  and  prints  such  as  The  Dance  of  Death  aided  in  the  effect 
of  peep-show  revelation,  the  look  inside  the  telescope,  the  microscope,  the 
viewfinder. 

When  translating  into  black-and-white  terms,  Italian  engraving  concen- 
trated on  modeling.  The  most  famous  great  practitioner  of  modeling 
through  engraving  was  Mantegna,  whom  Dtirer  copied,  and  who  was  com- 
parable to  Donatello  in  the  authority  of  his  plastic  vision.  Color  is  irrele- 
vant to  both  these  artists.  Mantegna's  magisterial  prints  (of  which  he  made 
only  seven)  set  the  international  standard  for  the  form  of  the  classical  body 
in  pictures,  the  desired  look  of  stable  grandeur  and  self-contained  ease 
whatever  the  personal  or  mythological  context.  These  austere,  crisp  works 
indeed  have  the  look  of  printed  texts  or  authoritative  blueprints,  ultimate 
diagrams  from  which  endless  imaginative  constructions  can  be  made.  Like 
Dtirer's,  but  in  another  way,  they  seem  written. 

Similarly,  the  reproductive  engravings  of  Marcantonio  Raimondi  trans- 
mitted the  volumetric  creations  of  Raphael  and  others.  Here  the  shaping 
hand  of  the  engraver  modeled  the  soft  bodies  of  Raphael's  figures  as  if  to 
transform  them  into  solid  sculpture,  the  better  to  perpetuate  them  beyond 
their  fragile,  spontaneous  first  life.  Marcantonio  worked  from  Raphael's 
drawings,  translating  their  fresh  roundness  into  a  still  clarity,  finning  up 
the  blurry  edges  of  the  cast  shadows,  explaining  all  the  muscles,  using  his 
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graving  tool  as  if  il  were  ;i  pointer — and  somet hues  adding  a  few  hack- 
ground  touches  stolen  from  Diirer,  as  if  to  make  a  little  how  to  the  acknowl- 
edged high  priest  of  the  graver's  art. 

Marcantonio  and  his  employees  used  light  and  shade  to  clarify  propor- 
tion and  composition,  so  that  all  these  reproductive  works  have  the  un- 
canny air  of  literary  criticism.  The  original  text  is  the  point — Marcantonio 
is  not  claiming  to  he  a  poet  like  Diirer  or  Mantegna — but  the  construction 
put  on  it  becomes  a  vital  part  of  it  forever,  and  definitively  shapes  any  fu- 
ture direct  perceptions.  Raphael  made  his  way  across  Europe  in  these  en- 
gravings and  into  the  eyes  and  minds  of  the  public  for  three  centuries 
afterward.  At  the  same  time  explanatory  reproductive  engraving  was  itself 
spread  everywhere,  offering  elucidation  to  everyone  in  its  endlessly  muta- 
ble textual  style.  Today  our  great  statesmen  gaze  back  at  us  from  our  bank- 
notes, trussed  up  and  exposed  forever  in  its  satisfying  tissue  of  lines. 

Following  a  parallel  textual  path,  Italian  printed  book-illustration 
sought  to  integrate  picture  with  text  on  a  harmonious  page,  to  which  the 
look  of  the  elegant  type  contributed  as  much  as  the  elegant  representation 
of  scenes.  Both  shared  the  same  balanced  choreography  of  curve  and  re- 
turn, the  dialectic  of  blankness  and  blackness,  the  formal  dance  of  exposi- 
tory line.  Similarly,  the  late  Italian  manuscript  illuminations,  unlike  the 
Flemish  ones,  are  relentlessly  calligraphic — it  must  not  be  forgotten  that 
this  is  a  book,  and  we  are  always  reading,  even  as  we  admire. 

On  the  other  hand,  the  blocks  of  text  and  the  pictures  on  the  pages  of 
Northern  printed  books  were  usually  conceived  separately,  even  when  they 
finally  appeared  together.  Illustrations  like  Durer's  Apocalypse  series  were 
intended  to  be  seen  without  any  text  visible  at  the  same  time:  the  appro- 
priate Biblical  passages  were  printed  on  their  backs.  In  general  the  role  of 
words  in  Northern  illustration  is  more  like  voice-over  or  silent-film  titles, 
something  to  be  absorbed  in  a  separate  process — perhaps  glanced  at, 
thought  about,  or  recited  inwardly,  but  not  deliberately  perused  together 
with  its  pictorial  complement.  On  the  early  German  and  Netherlandish 
printed  pages,  the  eye  is  acknowledged  to  be  doing  two  different  things 
when  it  reads  and  when  it  looks  at  pictures.  The  mind  connects  them,  but 
the  arrangement  on  the  page  will  decline  to  let  the  eye  alone  fuse  them  into 
one.  The  pictures  are  apparitions  hanging  in  mid-air,  or  vibrating  through  a 
window  in  the  black  wall  of  words.  As  in  a  modern  newspaper,  the  pictures 
leap  out  from  the  type  to  claim  separate  attention. 

The  lucidity  of  Italian  line  made  it  just  as  easy  for  pictures  to  expound 
thought  as  for  expository  text  to  look  beautiful,  a  graceful  procession  of 
classical  characters.  But  the  density  of  (Jot hie  script  and  German  type 
kept  the  text  packed  airless  and  lightless  and  unmoving  on  the  page,  in 
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sharp  contrast  to  the  explosive  brilliance  of  the  lines  that  made  the  pic- 
tures. Whether  or  not  they  appear  in  books,  prints  by  such  great  illustra- 
tive artists  as  Burgkmair,  Hans  Baldung-Grien,  and  Lucas  van  Leyden  tell 
their  own  tales  with  great  insistence.  Like  movie  images,  they  force  their 
way  into  the  consciousness,  bearing  far  more  complexity  of  meaning  with 
them  than  the  narrative  itself  calls  for,  touching  on  irrelevant  associations, 
and  adding  ambiguous  details  to  the  straightforward  facts.  As  in  Northern 
painting,  and  as  in  film,  resonant  symbols  sneak  in  as  customary  phenom- 
ena, and  charge  the  atmosphere. 

This  group  of  Northern  printmakers,  following  Durer,  established  for  all 
time  the  expressive  authority  of  black-and-white  printed  pictures,  in  a  deci- 
sive way  that  could  be  echoed  later  only  by  the  camera  and  the  movie  cam- 
era. Even  Mantegna's  overwhelming  engravings  were  more  expository  than 
expressive,  their  subjects  were  traditional,  and  their  form  of  monochromy 
has  little  to  do  with  the  movement  of  light.  But  the  mobile  and  colorless 
flickering  image,  with  its  distinctive  message  embodied  only  in  its  shifting 
darks  and  lights,  was  a  modern  contribution  unique  to  Northern  Renais- 
sance Europe;  it  was  made  available  by  the  equally  modern  Northern  phe- 
nomenon of  printing  that  still  moves  imagery  into  everyone's  head. 

The  freedom  of  subject  matter  for  such  prints  in  the  early  sixteenth  cen- 
tury was  already  enormous,  unlike  that  for  paintings;  and  it  was  matched 
by  a  freedom  of  treatment  with  which  each  printmaker  could  pursue  his 
private  attitudes  and  obsessions.  Hans  Baldung-Grien  was  an  artist  who 
took  singular  advantage  of  such  freedom,  allowing  his  imagination  to 
bound  and  jiggle  and  swoop  with  perverse  wayward  invention.  He  is  like 
Jean- Luc  Godard  or  Werner  Herzog,  or  any  other  idiosyncratic  movie- 
maker, who  feels  free  to  push  private  whims  to  extremes,  to  be  both  comi- 
cally and  horribly  concrete,  to  force  emotional  and  erotic  issues,  to  mystify 
and  disgust,  to  disturb  and  enlighten,  but  never  to  flatter  or  elucidate.  Sty- 
listic excess  becomes  part  of  the  subject  and  propels  the  narrative.  In  Bal- 
dung,  old  themes,  like  Death  and  the  Maiden,  are  both  deepened  and  jeered 
at  with  sharp  and  nasty  new  touches.  New  themes,  like  The  Bewitched 
Groom  or  The  Wild  Horses  in  a  Forest,  are  wrought  out  of  disturbing  old 
fragments  and  forced  into  inexplicable  prominence.  Religious  themes  fly 
off  the  handle — see  the  ascending  Christ  yanked  up  feet  first  (3.8),  or  a 
cherub  crookedly  jamming  a  crown  onto  Mary's  head  while  the  Christ  Child 
climbs  into  her  corsage.  Mary  Magdalene,  raised  naked  up  to  heaven, 
smiles  while  receiving  erotic  stimulation  from  six  or  eight  little  angels  on 
her  way  up  (3.9). 

Meanwhile  the  Florentine  and  Umbrian  paintings  of  the  High  Renais- 
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sauce  were  beautifully  translated  into  the  language  of  reproductive  en- 
graving, so  that  the  link  between  text  and  illumination  was  smoothly 
maintained  in  a  new  arrangement:  the  engraving  described  the  painting. 
Emblem-books  were  also  an  Italian  invention  arising  from  the  classical  no- 
tion that  one  simple  static  image  could  fix  a  complex  elusive  idea,  could 
somehow  clarify  it  by  submitting  it  to  orderly  visual  reduction.  Even  indi- 
viduals could  thus  feel  themselves  "explained"  by  individually  conceived 
personal  emblems. 

The  modern  ideal  of  abstraction  in  art  was  in  part  created  in  this  Italian 
Renaissance  impulse,  and  first  transmitted,  like  all  other  European  artis- 
tic ideas,  through  the  printed  imagery  of  the  sixteenth  century.  It  entered 
the  mainstream  of  art  partly  through  such  illustrations  as  those  for  Co- 
lonna's  cryptic  story  the  Hypnerotomachia  Poliphili  and  Alciati's  Emblem- 
ata  and  its  successors.  Such  books  demonstrate  how  the  Italian 
Renaissance  search  for  abstract  beauty  in  pictures  connected  itself  to  the 
desire  to  embody  ideas  in  beautiful  printed  language,  and  to  make  illustra- 
tive pictures  seems  like  visible  words  transcendently  rearranged. 

In  the  first  half  of  the  sixteenth  century,  Venetian  prints  kept  pace  with 
atmospheric  Venetian  painting,  abandoning  line  for  delicate  stipple  shad- 
ing. But  the  beauty  of  clear  form  remained  the  fundamental  principle  of 
Italian  black-and-white  art,  in  original  or  reproductive  works.  Ambiguity  in 
High  Renaissance  Italian  art,  conveyed  partly  in  shadowy  rendering,  con- 
sequently looks  like  a  deliberately  applied  veil,  the  careful  obfuscation  of  a 
clear  thought,  rather  than  a  mirror  of  human  emotional  ambiguity  and 
non-resolution,  such  as  Northern  art  is  always  offering.  In  Giorgone's 
Tempesta,  the  moist  pregnant  air  and  strange  relationship  among  the 
characters  have  suggested  not  any  underlying  psychological  drama,  but  a 
possible  emblematic  meaning.  The  secret  of  the  indwelling  light  that  seems 
to  irradiate  these  bodies  is  the  governing  and  formalizing  idea,  what  Stokes 
would  see  as  the  glow  in  the  stone,  from  which  Italian  art  takes  its  original 
impulse. 

Meanwhile  refined  graphic  techniques  in  the  North,  apart  from  Dtirer's 
prodigious  displays,  began  to  include  the  same  mysterious  stippling  for  a 
different  effect.  Graphic  art  continued  to  be  used  by  various  inspired 
spirits  to  do  what  Northern  painting,  now  burdened  by  the  challenge  of 
Italian  ideals  and  discoveries,  could  no  longer  do  with  its  fifteenth-century 
confidence.  The  Flemish,  Dutch,  and  German  painting  of  the  early  six- 
teenth century  may  have  a  self-doubting  look:  even  some  of  the  masterly 
distortions  in  the  paintings  of  Altdorfer  and  Baldung  seem  to  be  squirming 
under  the  pressure  from  the  South.  But  there  is  no  failure  of  nerve  in  any 
Northern  graphic  work  of  the  same  period,  or  by  the  same  artists.  The  keen 
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modernity  of  the  Northern  print  medium,  which  resided  in  its  forceful 
transfiguration  of  crude  old  popular  modes,  pushed  these  artists  even  fur- 
ther into  the  cinematic  realm. 

Landscape  was  the  one  truly  new  theme  propelling  their  advance.  Ex- 
cept for  the  illuminators,  these  graphic  artists  were  the  first  to  render  sur- 
roundings for  their  own  sake,  for  their  strange  ability  to  carry  feeling  in 
solution,  even  without  the  presence  of  any  human  drama  to  precipitate  it. 
These  sixteenth-century  printmakers  were  the  first  artists  to  shift  the  dra- 
matic focus  to  a  confrontation  between  the  viewer  and  the  landscape  and 
take  themselves  out  of  the  way.  This  standard  cinematic  device  for  drawing 
the  viewer  engages  him  even  without  telling  him  stories  and  fills  him  with 
undefined  expectation,  urging  him  to  fill  the  scene  with  the  flavor  of  his 
own  psychological  landscape. 

The  gradual  rise  of  serious  landscape  painting  during  the  eighteenth 
and  nineteenth  centuries  has  long  been  cited  for  contributing  to  the  demise 
of  the  old  academic  rankings  for  the  artistic  genres:  while  narrative 
history-painting  declined  in  status  as  the  right  vessel  of  the  noblest  en- 
deavor, pure  landscape  (and  still-life,  too),  with  its  absence  of  story  and  its 
infinite  formal  flexibility,  has  been  seen  as  the  forerunner  of  the  purely  for- 
mal painterly  concerns  that  led  to  abstract  art.  But  non-academic,  non- 
classical,  and  avowedly  subjective  art,  such  as  that  practiced  in  the  Low 
Countries,  Germany,  and  later  England,  had  always  made  use  of  both  in- 
door and  outdoor  landscapes  as  spellbinding  devices,  rather  than  as  dis- 
tancing mechanisms  designed  to  keep  narrative  at  bay.  Properly  speaking, 
landscape  in  Northern  art  also  means  the  landscape  of  the  indoors,  because 
the  two  are  not  treated  as  different  in  emotive  character.  The  point  is  made 
that  all  surroundings  are  reflectors  of  interior  states,  that  both  an  empty 
room  and  a  distant  valley  can  be  the  image  of  a  state  of  mind.  In  sixteenth- 
century  graphic  art,  the  fundamental  polarity  of  black  and  white  was  ma- 
nipulated to  imply  all  sorts  and  conditions  of  inward  gray. 

Altdorfer's  1519  etching  of  the  Kegensburg  Synagogue  is  ostensibly  the 
straight  record  of  a  destroyed  building;  but  like  some  allegedly  topographi- 
cal photographs  of  the  mid-nineteenth  century,  it  lias  a  distinct  emotional 
dimension  (3.10).  Here  atmosphere  has  been  created  by  the  rendering  of 
muted  light,  the  arbitrarily  oblique  angle  of  vision,  and  by  the  soft  stippled 
texture — as  well  as  by  the  suggestive  use  of  figures  that  pointedly  do  not 
agree  to  pose  for  a  significant  tableau.  The  dimly  receding  spaces  and  the 
ambiguous  personages  half  in  or  half  out  the  door,  half  recognizable  and 
half  shadowed,  portray  not  just  a  public  structure  but  a  moment  of  ap- 
proach to  it,  full  of  uncertainty  about  what  is  there,  where  to  go,  and  how  to 
behave.  The  picture  is  a  little  scene  of  the  viewer's  cautious  visit  to  the 
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building,  not  a  fixed  vista  of  its  public  aspect.  In  about  1580  Altdorfer  also 
did  the  very  first  landscape  etching,  a  distant  view  of  the  Danube  Valley; 
and  in  the  center  foreground  is  a  larch  tree  hung  with  moss,  a  tree  that  has 
had  innumerable  echoes  in  the  history  of  the  emotional  arts  (3.11).  Just 
such  a  tree  appears  in  German  Romantic  paintings,  in  fairy-tale  illustra- 
tions, in  Arthur  Rackham  and  in  Walt  Disney;  and  it  still  continues  to 
spring  up  afresh  in  the  grounds  of  Dracula's  castle  and  Frankenstein's 
tower,  where  it  has  found  the  perfect  home. 

Another  incidental  proto-cinematic  feature  of  sixteenth-century  print- 
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making  was  the  circumstance  of  its  production.  Engravings  and  woodcuts 
were  designed  by  the  artist,  but  they  were  cut  by  a  professional  engraver 
and  printed  by  a  publisher.  Holbein's  Dance  of  Death  would  never  have 
lived  at  all  without  the  expert  and  sympathetic  work  of  Lutzelburger,  the 
engraver,  and  the  brothers  Trechsel  of  Lyons,  the  original  publishers. 
Some  later  Holbein  designs  were  notably  botched  by  inferior  hands,  to  the 
extent  that  it  is  not  even  clear  that  they  are  by  Holbein.  A  certain  risky,  col- 
laborative dimension  has  always  prevailed  in  the  reproducible  commercial 
arts,  only  lately  embracing  film  and  television.  It  has  been  clear  since  the 
beginning  that  whereas  many  hands  can  make  a  masterpiece,  they  can  also 
make  a  mess. 

THE  FIRST  triumphs  of  secular  emotive  landscape  painting  oc- 
curred in  Durer's  landscape  watercolors,  which  seem  to  have  been  intended 
only  for  his  own  eyes.  These  have  another  element  of  proto-cinematic  art, 
that  of  transparency.  Dtirer  could  not  try  for  that  in  his  handwritten  wood- 
cuts and  poetic  engravings,  where  he  used  light  idiosyncratically,  design- 
ing his  own  complex  schemes  for  expounding  black-and-white  reality,  so 
that  some  phenomena  are  described  and  others  are  revealed,  all  in  the  same 
picture.  But  for  the  watercolors  he  took  up  light  as  the  informing  source, 
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the  lamp  that  pours  through  a  tinted  film  to  create  a  scene  vibrating  with 
almost  unreal  radiance  (3.12).  These  works  seem  like  the  first  color  slides, 
aimed  at  generating  cinematic  power  in  the  capturing  of  still  views.  Like 
Caspar  David  Friedriclf  s  much  later,  these  scenes  seem  to  have  no  bounda- 
ries. They  are  not  carefully  framed  topographical  views  with  coulisses  at 
each  side  and  repoussoir  effects  in  the  foreground.  The  recording  eye 
floats,  borne  up  by  the  light  that  holds  the  world  together,  homing  in  now 
on  a  tree,  now  on  a  house,  or  backing  off  to  sweep  the  skyline  of  a  town. 

Later  in  the  century  Pieter  Bruegel,  after  he  had  turned  from  graphic 
art  to  painting,  made  a  similar  attempt  with  oil  painting  to  create  an  incan- 
descent radiance  in  the  sky  that  illuminates  the  whole  world,  and  makes  it 
visible  as  through  a  colored-glass  screen.  In  the  Fall  of  Icarus,  the  paint 
film  is  extremely  thin  and  fresh,  so  that  the  sunlight  seems  to  fill  the  air  as 
if  from  behind  the  picture  (3.13).  The  sun  conies  dazzling  toward  us  across 
the  water,  rising  as  we  watch;  the  shadows  cast  by  the  plow  seem  to  move. 


3.12   ALBRECHT  DURER,   The  Lake  in  the  Woods 
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We  can  almost  see  the  world  turning;  Bruegel  lias  given  the  horizon  a  slight 
curve,  and  the  thinly  painted  surface  shimmers  in  the  morning  air.  Some  of 
the  transparency  of  watercolor  had  already  been  attempted  generations  be- 
fore in  opaque  color  by  Hieronymus  Bosch  to  help  give  his  unearthly  imag- 
ery its  unearthly  glow.  Bruegel,  who  turned  to  Bosch  again  and  again  for 
inspiration,  may  also  have  borrowed  this  alia  prima  style  from  him,  the 
"enlightening"  mode  that  also  invokes  the  water-based  medium  of  manu- 
script illumination  where  so  much  light  was  gathered. 

Icarus  is  small,  too,  much  smaller  than  many  other  famous  Bruegel  land- 
scape works.  This  is  one  of  the  most  movielike  of  Bruegel's  paintings,  free 
of  any  clownish  special  pleading  about  human  absurdity  such  as  appears  in 
the  Proverbs  or  The  War  Between  Carnival  and  Lent.  Those  works  are  car- 
toonlike, harking  back,  as  Bosch  did,  to  the  block-book  spirit,  though  with 
much  ironic  delicacy  of  touch.  But  Icarus  and  the  other  peasant  landscapes 
— The  Dark  Day,  The  Return  of  the  Herd,  and  the  beloved  Hunters  in  the 
Snow — share  the  look  of  the  charged  presence  of  the  open  air  itself,  which 
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emerges  from  the  depths  of  the  picture  to  surround  and  invite  us.  The  invit- 
ing movement  of  the  air  is  given  practical  points  of  reference,  just  as  in  a 
Bening  or  Horenbout  picture.  The  receding  procession  of  trees  marking 
the  descent  of  the  valley  moves  in  counterpoint  to  the  untidy  progress  of 
men  and  beasts,  which  casually  brings  the  viewer  into  the  random  rhythms 
of  the  anonymous  action  that  ranges  over  it.  Heads  are  turned  various 
ways,  no  one  is  paying  us  any  attention,  any  of  us  may  join  these  villagers 
as  one  of  them,  shouting  to  our  dog,  prodding  our  cow,  following  the  trees 
on  our  way  down  the  slope  (3.14).  We  do  not  sit  on  a  gate  and  regard  these 
farmers  as  if  they  were  on  a  stage,  marveling  at  their  quaintness  or  shud- 
dering at  their  grossness.  We  are  they,  various  and  complex  as  they  are. 

The  inviting  air  thus  also  invites  free  interchange  of  feeling.  These 
works  are  exercises  in  the  realism  of  sensibility,  where  the  sense  of  humor 
does  creative  work.  Karel  van  Mander  said  you  couldn't  look  at  Bruegel's 
works  without  laughing;  and  this  laughter  is  not  a  titter  of  condescension 
or  a  brutal  guffaw,  but  a  response  to  serious  wit.  There  is  no  visible  dis- 
tancing method  at  work  to  keep  the  peasant  remote  and  picturesque:  you 
have  to  take  his  ridiculous  qualities  personally,  just  as  in  Woody  Allen 
movies. 

In  Icarus,  as  in  The  Conversion  of  St.  Paul,  a  dramatic  legendary  event  is 
in  progress;  and  the  scene  is  witnessed  as  if  by  a  common  spectator — part 
of  Paul's  train,  or  another  plowman  on  a  nearer  hill,  or  you  or  perhaps  me 
— whose  private  business  and  practical  worries  constitute  the  real  drama 
of  life.  Watching  fallen  flyers  and  stricken  saints  may  indeed  be  intrinsi- 
cally much  less  interesting  than  knowing  the  right  way  to  plow  or  how  to 
ride  a  horse  up  a  rocky  mountain  path.  The  detached  commentary  on  sacred 
and  classical  mythology  in  these  works  is  subtle,  like  the  use  of  Alpine  land- 
scape: the  distance  between  the  peasant  and  the  prophet  is  bridged  by  the 
mode  of  representation,  just  as  it  would  be  in  film.  It  is  a  clear  case  of  "un- 
stylized  reality  being  manipulated  so  that  the  result  has  style."  The  compo- 
sition of  these  works  emphasizes  lack  of  stylization  in  action.  Mythological 
events  are  not  rendered  as  part  of  the  dance  of  the  spheres,  part  of  a  cyclic 
drama  with  cosmic  significance.  That  is  the  Italian  way,  where  the  con- 
trolled disposition  of  bodily  parts  and  garments  and  the  arrangement  of 
legendary  subject  matter  conveys  the  idea  that  legend  itself  has  a  govern- 
ing power  over  life.  The  subject  puts  a  rhythm  into  the  action  and  interac- 
tion of  characters,  and  of  all  attendant  phenomena. 

In  Bruegel,  there  is  no  balletic  framework,  only  the  disparate  motion  of 
created  things  pursuing  their  own  destiny,  of  which  legendary  characters 
are  only  instances.  Bruegel  incorporated  the  Italian  vistas  he  saw  on  his 
travels  into  this  subjective  scheme,  declining  to  classicize  or  ennoble  them 
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3.14    PIETER  BBUBOEL  THE  ELDER,    Ttu  Return  of  the  Herd 


according  to  prevailing  artistic  fashion.  lie  would  not  design  anything. 
These  pictures  have  another  unity,  a  sweep  and  coherence  of  motion  that  is 
like  the  movie  camera's  kind  of  scan.  All  of  them  seem  to  rush  out  at  their 
open  backs,  until  distant  visible  objects  are  lost  in  ambiguity,  even  only  to 
the  farther  reaches  of  the  peasant  wedding  cottage.  A  strong  current  flows 
fore  and  aft,  flooding  out  toward  the  viewer  and  back  into  the  depths, 
where  Icarus  kicks  vainly  and  Paul's  collapse  has  unknowable  conse- 
quences. That  current  is  their  only  harmony,  like  the  camera's  ranging,  and 
their  only  narrative  device. 

As  in  the  ease  of  Holbein's  Dance  of  Death,  these  mythological  paintings 
show  the  effects  of  a  synthesis.  Fusing  the  old  themes  of  peasant  life  used 
for  the  Books  of  Hours  with  the  old  ritualized  sacred  scenes,  they  obliter- 
ate the  old  format  for  the  holy  subjects  and  create  a  modern  subject,  the  in- 
ternalization of  sacred  themes  in  common  experience.  Film  has  been  the 
great  engine  of  this  process  in  modern  visual  art;  and  in  Bruegel  as  in 
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movies,  the  true  originality  lies  in  the  creative  modernization  of  something 
very  old. 

Bruegel  was  popular  in  his  time  and  place,  partly  because  he  was  a  suc- 
cessful printmaker.  But  again,  it  has  only  been  in  this  cinematic  century 
that  he  has  been  acknowledged  as  a  great  painter.  We  are  primed  to  re- 
spond to  those  breathing  landscapes  that  offer  the  shifting,  subjective  view 
of  central  events  that  only  movies  now  employ.  The  Icarus  gives  a  panning 
shot  of  the  indifferent  locale,  before  zooming  in  to  focus  on  the  thrashing 
youth;  or  perhaps  we  have  just  closely  watched  him  tumble  screaming,  and 
now  the  camera  retreats  to  show  the  callous  world  tending  to  business.  It  is 
like  the  last  shot  in  The  Clock,  where  the  camera  swings  up  and  back  from 
the  poignant,  parting  lovers  to  show  the  desolate  girl  merging  with  the 
rushing  millions  in  New  York. 

Bruegel  died  at  forty-four  and  only  painted  during  the  last  ten  or  twelve 
years  of  his  life,  having  done  countless  drawings  for  engraving  by  Antwerp 
publishers  during  his  youth.  For  his  prints,  he  copied  the  style  of  Bosch's 
grotesqueries  and  did  many  comic  and  satiric  plates  devoid  of  much  poetry. 
But  his  sketches  and  drawings  show  the  same  incredible  delicacy  and  clar- 
ity, even  transparency  of  the  paintings:  Bruegel  was  an  artist  with  both  a 
poetic  and  a  graphic  temperament,  who  clearly  would  have  made  movies  if 
he  could. 


FOUR 

The  Early  Baroque 


Y  1  (i  0  0  ,  it  was  clear  that  art,  like  Europe  itself,  had  broken 
up  and  was  reconibining.  The  Northern  graphic  artists  pursued  their  crisp, 
black-and-white  illustrative  path  at  the  same  time  that  the  great  Venetian 
painters  were  saturating  their  vast  mythic  scenes  with  color  and  shimmer. 
But  Titian  also  designed  some  engravings  of  enormous  size  that  might  be 
grisaille  Venetian  paintings,  and  Flemish  Mannerist  painters  were  at- 
tempting bravura  renditions  of  Classical  mythology.  FA  Greco's  huge,  flick- 
ering epiphanies  were  contemporary  with  Nicholas  Hilliard's  precise 
portrait  miniatures.  Although  so  various  and  so  national,  art  was  all  the 
more  thoroughly  internationalized  by  the  spread  and  prevalence  of  printed 
pictures,  despite  the  gulfs  between  Catholic  and  Protestant  views  of  imag- 
ery, and  between  views  of  material  life  in  absolute  monarchies  and  in  incip- 
ient republics.  The  printing  of  pictures  made  it  possible  not  just  for  new 
pictorial  ideas  but  for  traditional  imagery  to  proliferate  and  move  through 
Europe,  whereas- before  it  had  been  static  and  isolated;  and  so,  paradoxi- 
cally, art  more  easily  crossed  national  and  religious  boundaries  that  had  si- 
multaneously become  sharper. 

Nevertheless,  the  Protestant  North  and  the  Catholic  South  continued  to 
develop  their  differences  even  as  they  shared  their  sources.  The  Counter- 
Reformation  produced  one  kind  of  "realism"  in  art  and  advanced  Protes- 
tantism another.  It  obviously  oversimplifies  the  case  to  try  to  keep  them 
polarized,  since  so  much  cross-reference  and  cross-influence  were  possible; 
and  yet  autonomous  traditions  die  hard.  The  seventeenth-century  art  of 
both  Catholic  and  Protestant  Netherlands  shows  its  debt  to  the  Northern 
past,  despite  the  amount  of  respect  for  France  and  Italy  it  managed  to  in- 
ternalize. In  Italy,  classical  ideals  articulated  in  the  Renaissance  were  held 
over  into  the  seventeenth  century,  despite  intervening  Mannerist  distor- 
tions or  persistent  influences  from  the  North. 
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4.1     HERCULES  SEGHERS, 
The  Mossy  Tree.  Monotype 


Graphic  power  was  now  an  acknowledged  force.  Courtly  and  civil  as  well 
as  religious  propaganda  was  promulgated  by  printed  imagery,  and  graphic 
artists  were  indispensable  employees  of  kings  and  dukes,  cardinals  and 
abbots.  The  emotional  techniques  developed  by  the  book  illuminators  were 
joined  to  the  rhetorical  skills  of  public  church  art  and  official  portraiture  in 
a  common,  fluid,  graphic  theater  of  persuasion,  a  moving-picture  palace 
without  walls.  Just  as  in  the  modern  world,  artists  could  steal  from  all 
other  artists  past  and  present,  and  for  extremely  various  purposes.  The  old 
hermetic  views  of  craft  and  art  represented  by  Leonardo  da  Vinci  were  ex- 
ploded. By  disseminating  both  learning  and  imagery,  print  broke  up  their 
isolation — the  keeping  and  tending  of  secrets  by  adepts  and  initiates. 
Being  "original"  came  to  mean  creating  a  new  source  instead  of  searching 


Tin  Early  Barixpi/ 


out  the  oldest  possible  one.  Movement  was  forward  and  outward. 

Art  was  on  the  move  in  several  ways.  The  flamboyant  overstepping  of 
boundaries  was  a  generally  visible  and  famous  theme  in  Baroque  Italian 
art,  but  less  noticeable  kinds  of  artists  were  also  going  beyond  old  limits.  A 
private  artist  such  as  Hercules  Seghers  (1589—1638)  was  intensifying  both 
the  possibilities  of  printed  graphic  expression  and  the  emotional  scope  of 
landscape.  He  made  large  prints  in  monotype  which  could  not  be  repro- 
duced, almost  as  if  he  were  working  in  paint.  His  graphic  works  took  the 
medium  beyond  the  demands  of  commercial  success  into  further,  purely  ar- 
tistic realms,  somewhat  as  photography  has  been  taken  in  this  century. 

The  haunting  textures  and  atmospheric  qualities  Seghers  created  were 
not  available  to  commercial  graphics  until  a  hundred  and  fifty  years  later, 
with  the  invention  of  lithography.  In  our  present  climate  the  inwardness  of 
Seghers'  images  seem  related  to  modern  Expressionist  goals,  but  his  use  of 
casual  material  subject  matter,  such  as  books  and  boats  and  views  out  the 


4.2    HERCULES  SEGHERS,   Distant  Vine  irith  Brunch  of  Pint  Tree.  Monotype 
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window,  besides  unpeopled  landscapes  of  eerie  flavor,  contribute  to  the  cin- 
ematic view  of  phenomena.  They  convey  the  romantic  idea  that  detached 
objects  exist  to  be  invested  with  subjective  feeling.  Seghers'  kind  of  art, 
moreover,  shows  itself  to  be  a  mere  conduit  for  this  process,  to  allow  its 
functioning  in  the  viewer's  experience;  the  artist  is  not  the  one  whose  emo- 
tions are  being  exposed.  Seghers  emphasizes  this  situation  by  using  spe- 
cific but  imaginary  landscape,  as  if  reminding  beholders  of  their  dreams, 
not  describing  his  (4.1,  4.2). 

Movement  here  is  not  a  property  of  the  scanning  eye  or  of  the  trees  and 
water  themselves;  it  is  the  movement  of  inner  response,  now  totally  secular- 
ized and  individualized.  The  use  of  empty  landscape  in  particular  marks  a 
deliberate  shift  away  from  the  demand  that  spiritual  responses  be  focused 
on  the  Christian  myth  (or  even  on  Classical  myths  overlaid  by  the  Christian 
one)  and  toward  an  unmediated  demand  for  spiritual  engagement.  Such 
themes  were  thoroughly  explored  by  Romantic  artists  who,  like  lithogra- 
phy, flourished  two  centuries  later,  long  after  Seghers  (following  Altdorfer) 
had  enunciated  them.  His  work  represents  another  move  toward  movies, 
small  but  distinct. 

Seghers'  art  was  in  sympathy  with  another  proto-Romantic  and  proto- 
cinematic  artist  of  his  time,  Adam  Elsheimer  (1578-1610).  Like  so  many 
others,  this  painter  became  known  and  influential  through  engraved  ver- 
sions of  his  works,  often  done  by  others.  In  his  paintings  he  did  heroic  sub- 
jects in  a  small  format,  as  if  to  use  the  emotional  resources  of  graphic  art 
for  painting.  He  wanted  the  intensity  and  intimacy  of  prints,  which  had  de- 
rived ultimately  from  painted  illumination,  for  large  themes  that  included 
many  figures  and  dynamic  landscape  settings. 

Having  matured  in  Frankfurt,  Elsheimer  worked  in  Munich,  Venice,  and 
Rome,  absorbing  contemporary  influences  from  both  sides  of  the  Alps,  in- 
cluding that  of  prints  from  the  past.  His  small  works  were  delicately 
painted  on  copper,  and  they  have  the  high  glossy  finish  and  meticulous  nat- 
uralism perfected  by  the  Flemish  painters  in  the  fifteenth  century.  But  Els- 
heimer added  the  mobile  compositional  effects  and  solid,  easy  figure  style 
of  the  great  Venetian  painters  such  as  Veronese  and  Tintoretto,  who  had 
worked  on  a  heroic  scale.  The  result  is  extraordinary.  Some  of  Elsheimer's 
little  paintings — The  Baptism  of  Christ,  for  example — are  like  Tintoretto 
on  television.  They  are  like  ceiling-sized  Venetian  paintings  miniaturized, 
transmuted  into  the  Northern  graphic  communicative  mode  for  piercing, 
instant  absorption.  Other  works,  such  as  Jupiter  and  Mercury  in  the  House 
of  Baucis  and  Philemon,  have  an  entirely  un-Italian  emotional  cast  created 
by  the  characteristic  Nordic  lighting  that  imposes  immediate  psychic  de- 
mands on  the  viewer  (4.3).  This  august  Classical  myth  couched  in  terms  of 
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4.3  adam  ELSHEIMER,  Jupiter  and  Mercury  in  the  House  of  Baucis  and  Philemon 


boring  peasant  life  is  a  perfect  example  of  Northern  realism  in  its  revela- 
tory rather  than  ostensive  style. 

As  in  Vermeer,  the  room  is  very  quiet.  There  is  almost  no  action  or  reac- 
tion, no  hustle,  and  no  pose-holding.  All  the  dramatic  movement  is  in  the 
flash  of  glances  that  charge  the  air  already  prepared  by  the  glow  of  the 
lamp  to  fill  with  the  awareness  of  divine  presence.  But  only  we  can  see 
the  alert  eyes  of  the  gods,  silently  blessing  the  sacred  offices  of  hospitality 
that  are  proceeding  so  slowly  and  stiffly  at  the  aged  couple's  hands.  This 
painting,  measuring  six  by  nine  and  a  half  inches,  contains  a  whole  scene 
from  a  movie,  not  one  hushed  tableau.  The  old  woman  shakily  folds  bed- 
ding, and  her  husband  concentrates  on  safely  carrying  a  full  vessel;  their 
eyes  are  down,  they  creak  and  shuffle  a  bit  at  their  work.  Meanwhile  in  the 
dim  light  of  their  hut,  the  discreet  and  watchful  gods  sit  at  unusual  but  un- 
noticed regal  ease,  in  unnoticed  godly  dress.  We  squirm,  waiting  for  the  old 
folks  to  look  up,  to  feel  the  divine  aura,  to  notice  the  strangeness — but  they 
won't,  being  protected  from  such  knowledge,  as  they  are  from  self-con- 
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sciousness,  by  their  perfect  goodness.  Now  the  gods  and  we  are  secretly 
witnessing  it  together — true  virtue  at  work,  like  two  tiny  flames  in  a  huge 
benighted  world.  Only  tomorrow  will  conn1  the  daylight,  the  epiphany,  the 
recognition,  and  the  reward. 

The  straightforward  details  in  Elsheimer's  little  pictures  on  great 
themes  give  them  a  eameralike  flavor  that  Tintoretto  and  Veronese, 
Rubens,  Caravaggio,  and  the  Carracci  avoided  for  their  large-scale  ver- 
sions of  similar  subjects.  The  very  choice  of  a  small  size  for  such  works, 
though  it  may  have  been  dictated  by  circumstance,  suggests  a  different 
goal  from  the  one  pursued  by  the  great  experts  at  pageantry  working  at  the 
same  period.  Elsheimer  always  avoids  the  divinely  theatrical  method  in 
favor  of  the  cinematic  style,  which  depends  on  the  camera's  prosaic  record- 
ing eye  even  while  opting  for  the  sweep  of  mythic  grandeur.  In  the  case  of 
sacred  martyrdoms  and  heavenly  visions,  he  achieves  that  highly  realistic 
unreality  which  spectacular  films  have:  Elsheimer  seems  to  have  "di- 
rected" The  Stoning  of  St.  Stephen,  for  example.  The  massed  figures  seem 
real  people,  their  bodies  undistorted  by  any  sovereign  stylistic  mode,  only 
very  adroitly  placed  and  instructed  (4.4). 

Cinema  can  never  do  what  Tintoretto  or  Rubens  did.  Such  painters  cre- 
ated figure  styles  and  painting  techniques  and  compositional  ploys  so  flex- 
ible and  interdependent  that  they  may  belong  only  to  painting,  and  the 
heavenly  visions  or  the  allegorical  apparitions  live  only  in  artistic  terms.  No 
photo-graphic  material  can  intrude,  or  the  illusion  would  be  lost.  But  Els- 
heimer uses  light  in  the  Northern  photo-graphic  way,  to  create  an  earthly 
actuality  for  heavenly  circumstances,  instead  of  filling  the  universe  with 
painterly  light,  like  Tintoretto,  which  needs  suspension  of  disbelief  to  be 
rightly  seen.  He  also  puts  women  hanging  up  their  laundry  into  The  Ftiejht 
from  Burning  Troy,  and  shows  St.  Stephen's  arms  hanging  helplessly 
down,  his  jaw  dropping  in  stunned,  unheroic  style  after  the  first  stone  has 
struck  him,  while  the  man  behind  him  stretches  up  on  tiptoe  to  crash  the 
stone  down  again  on  the  bleeding  head. 

All  the  figures  in  these  paintings  have  fresh,  natural-seeming  bodily  de- 
portment, and  the  lighting  has  a  penetrating  flow  that  is  only  emphasized 
when  Elsheimer  sharpens  it  for  one  of  his  night  pieces.  There  is  no  insistent 
theatricality  of  either  light  or  gesture;  but  there  is  also  no  pointed  extra 
awkwardness,  such  as  both  Caravaggio  and  Rembrandt  employed.  These 
bodies  have  familiar  ease  and  proportion  rather  than  any  artistic-looking 
classic  grace  or  anti-classic  crudity.  They  seem  simply  alive.  Viewers  need 
not  work  to  translate  their  bodily  forms  and  actions  out  of  a  poetic  lan- 
guage into  plain  human  shape;  Elsheimer  has  arranged  it  already. 

Despite  the  time  he  spent  in  Rome,  Elsheimer  was  a  true  Northern  art- 
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ist,  a  devoted  scion  of  Diirer  and  Altdorfer,  though  one  for  whom  the  re- 
sources of  Italy  were  easy  to  assimilate  rather  than  problematic.  The  small 
size,  the  transcendent  use  of  light,  the  delicate  signs  of  human  interaction 
all  link  him  with  Van  Eyck  and  the  illuminators  earlier  and  with  Vermeer 
later,  but  also  with  the  cinematic  impulse  altogether,  despite  his  capacity  to 
use  Venetian  schemes  and  to  encompass  classical  monumentality.  He  man- 
ages to  make  Italian  elements  feed  his  German  need  to  use  the  mundane  as 
the  right  frame  for  unearthly  truths  and  spiritual  expression.  Landscape 
served  him  particularly  well  for  this,  on  Altdorfer's  model  with  some  help 
from  Giorgone.  There  he  would  use  separate  and  specific  sources  of  out- 
door lighting:  the  moon,  the  reflections  on  water,  the  searching  beams  of 
the  sun  striking  from  behind  the  silhouettes  of  trees,  bonfires,  lanterns, 
and  torches — or,  in  the  case  of  St.  Stephen,  the  heavenly  searchlight  beam- 
ing directly  from  the  throne  of  God.  He  could  unite  the  characters  in  his 
legendary  narratives  with  the  feelings  such  lighting  inspires. 

A  night  scene  out  of  doors,  even  more  than  an  intimate  candlelit  interior, 
may  engage  the  whole  mystery  of  earth's  darkness,  which  everyone  experi- 
ences when  night  falls  and  lights  are  lit  to  fight  it.  Perhaps  the  moon  lends 
its  far  glow,  and  sometimes  the  stars  give  their  distant  reassurances.  In 
Elsheimer's  Flight  into  Egypt  these  phenomena  that  everyone  has  won- 
dered at  contribute  both  their  ordinariness  and  their  magic  to  the  sense  of 
common  life  being  lived  and  cosmic  attention  being  paid  (4.5).  Watched 
over  by  the  eyes  of  night,  the  fugitive  family  with  its  one  hopeful  torch 
makes  its  way  around  the  moonlit  lake  toward  the  safety  of  a  shepherd's 
bonfire  in  the  wood.  A  sense  of  immediate  reality  comes  from  the  fact  that 
the  several  light  sources  are  also  contrasting  sources  of  heat  or  chill:  the 
cold  lake  and  moon  contrast  with  the  hot  fire  and  torch;  extremes  threaten 
on  all  sides,  protection  is  uncertain — faith  must  prevail. 

This  scene,  like  many  other  Elsheimer  paintings,  has  no  direct  antece- 
dents. His  conceptions  were  unique  in  their  time,  prophetic  well  beyond 
any  predictable  descendants,  of  which  there  were  quite  a  few.  Rubens, 
Rembrandt,  and  Claude  Lorrain,  all  unique  artists,  were  self-confessedly 
indebted  to  Elsheimer,  who  died  at  thirty-two  having  done  only  a  few  small 
works.  Other  great  painters  thus  recognized  his  intimate  and  graphic  way 
with  great  legends;  his  paintings  were  keenly  if  only  privately  appreciated 
in  his  day,  and  much  later  by  Romantic  writers.  He  was  clearly  attempting 
something  not  then  conventionally  encompassed  by  the  established  rules  of 
painting,  while  having  no  other  contemporary  channel  but  through  graphic 
art,  which  he  also  practiced  himself.  Although  his  paintings  glow  with 
jewel-like  hues,  it  was  his  graphic  interpreters  and  reproducers  who  made 
Elsheimer  intelligible  and  famous,  beginning  with  his  friend  Hendrick 
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4.5  adam  elsheimer,  The  Flight  into  Egypt 


Goudt,  through  whoso  engravings  his  works  were  most  widely  made  known. 

The  black-and-white  medium  that  made  so  many  painters  available  to  the 
world  intensified  Elsheimer's  special  quality  with  particular  emotional 
poignance.  The  Mocking  of  Ceres,  for  example,  known  best  in  an  engraving, 
records  an  odd  episode  from  Ovid  in  which  Ceres,  overcome  with  thirst  and 
given  water  at  a  cottage  while  searching  for  her  daughter  throughout  the 
world,  is  mocked  by  a  boy  for  her  greedy  gulping,  and  exasperatedly 
changes  him  into  a  lizard.  The  Elsheimer  picture  shows  the  gulping  and  the 
mocking,  lit  by  torch  and  candle  outside  a  hut  at  night  (4.6).  The  old  mis- 
tress of  the  cottage  (a  relation  of  Baucis,  by  her  looks)  tries  to  squelch  the 
overexcited  little  boy,  while  she  herself  stares  at  the  thirsty  stranger  with 
intense  but  reserved  interest  by  the  light  of  her  candle.  A  domestic  glow 
comes  from  the  cottage  interior;  a  cool  moon  looks  in  from  the  other  corner. 
Oblivious  farm  people  warm  themselves  at  a  small  fire  in  the  stable  yard  at 
the  rear.  The  tightly  composed  scene  is  busy,  mysterious,  faintly  menacing, 
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4.6    A  DAM   K  L  s  II  K  I  M  K  K  ,    The  Mocking  of  Ceres  (copy) 
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and  exciting,  like  all  sudden  nighttime  activity  perceived  by  children. 

Elsheimer  has  deliberately  chosen  a  subject  that  is  ambiguous  and  not 
obvious,  and  he  depends  for  the  picture's  effect  on  its  internal  emotional 
relationships — the  close,  suddenly  illuminated  encounter  of  these  three 
oddly  assorted  characters:  the  stark-naked  pointing  boy,  the  hooded  and 
peering  old  woman  pushing  him  back,  and  the  strong,  beautiful  draped 
goddess,  with  the  light  full  on  her  bare  throat  as  she  tips  up  the  drinking 
vessel.  You  can  almost  watch  her  swallowing,  and  feel  the  boy's  uncontrol- 
lable agitation  at  the  sight.  Who  is  she?  What  will  happen?  The  scene  is 
open-backed,  and  once  again  indifferent  ordinary  life  flows  around  and 
over  the  crucial  episode  in  focus,  as  if  to  suggest  its  very  arbitrariness. 

The  tableau  vivant  style  of  dramatic  rendering  favored  by  Caravaggio  is 
very  different.  Caravaggio  also  worked  in  Rome  and  was  Elsheimer's  con- 
temporary, and  the  two  artists'  work  has  sometimes  been  associated.  But 
Caravaggio's  scenes  take  place  well  downstage,  closed  off  by  a  backdrop, 
with  a  hidden  spotlight  on  the  action  and  the  houselights  off.  The  speaking 
illumination  and  the  monumentally — sometimes  elegiacally  or  ecstatically 
— awkward  figures  have  a  fixed  self-consciousness  that  is  infinitely  com- 
pelling but  never  natural.  Characters  often  stare  challengingly  at  the 
audience  or  engage  one  another  with  a  keen  awareness  of  being  seen.  There 
is  great  light  but  no  air  in  Caravaggio's  painted  encounters;  they  have  a 
claustral,  shadow-boxy,  and  almost  oppressive  meaningfulness.  In  each 
one,  the  possibility  of  alternative  circumstance  has  been  renounced:  they 
have  a  fated  look,  emphasized  by  the  stasis  of  even  the  most  dramatic  com- 
positions (4.7).  Their  posing  strengthens  the  erotic  quality  of  each  figure, 
even  old  and  wrinkled  ones — they  are  feeling  themselves  looked  at,  they 
know  themselves  transfixed  by  our  gaze,  forced  to  experience  our  sense  of 
their  flesh.  Caravaggio's  paintings  are  somewhat  like  photographs  made  to 
simulate  paintings,  with  models  carefully  grouped  and  lights  carefully 
trained.  There  is  no  flow  of  life:  everyone's  breath  is  held,  including  ours. 

There  is  certainly  an  intense  evocation  of  truth  in  Caravaggio's  painting, 
but  it  is  a  truth  at  odds  with  what  the  subject  invokes.  Something  is  being 
expounded  about  the  lives  of  the  models,  not  about  the  lives  of  the  saints 
they  play.  It  is  their  own  arresting  bare  soles  or  shoulders  and  equivocal 
expressions  at  which  we  stare,  not  the  saint's  or  the  angel's,  and  it  is  their 
consciousness  we  touch  as  our  eyes  meet  theirs  or  touch  their  bodies.  It  is 
street  theater,  never  film,  full  of  the  amateur  actor's  exhilarating  tempo- 
rary efforts.  In  these  paintings  no  transformation  occurs,  as  it  does  in  Els- 
heimer's, of  the  palpable  flesh  into  the  legendary  character. 

In  Caravaggio's  works,  the  insistent  presence  of  the  model  makes  the 
usual  mythic  aura  impossible  to  conjure:  it  is  indeed  the  model's  aura  that 
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4.7   caravaggio,   The  Martyrdom  of  St.  Peter 


is  being  celebrated,  and  we  are  invited  to  share  the  artist's  possession  of 
another  by  means  of  the  voracious  gaze.  We  are  not  invited  to  tread  on  holy 
ground,  but  to  visit  the  studio  and  stare — there  is  the  real  shrine.  And  we 
are  allowed  to  come  and  do  it  only  while  the  model  is  holding  still  and  ex- 
posed, pretending  to  be  a  saint,  an  angel,  or  an  ancient  god.  This  is  a  thrill- 
ing and  disturbing  situation,  and  it  exercises  an  entirely  new  kind  of 
sexuality  in  art,  very  different  from  the  Mannerist  program  of  surface  erot- 
icism used  by  the  previous  generation. 

In  the  theatrical  early  seventeenth  century,  the  alternative  cinematic  im- 
pulse was  expressed  by  Goltzius  and  Callot,  Bosse,  Bellange,  and  Hollar, 
the  great  black-and-white  interpreters  of  the  early-Baroque  world.  They 
were  the  inventors  of  stylish  new  public  media  for  transmitting  ideas  of 
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worldly  power,  and  of  the  power  of  art  itself,  ('allot  and  Hosse  used  a 
fashion-plate  figure  style,  extra  tall  and  slim  with  nonchalant  posture. 
It  was  a  mode  left  over  from  Matitierist  painting,  but  it  was  most  appro- 
priate to  the  persuasive  kind  of  graphic  art  devoted  to  promoting  a  smooth 
way  of  looking  at  actualities.  Traditional  sacred  themes  seem  somewhat 
wrongly  cast  when  enacted  by  such  attenuated  and  dashing  figures,  as  if 
department-store  mannequins  were  being  used  to  depict  the  Annunciation. 
But  illustrations  of  contemporary  life  that  might  describe  a  military 
triumph  or  a  local  festival  look  satisfying  and  reassuring  when  even  ragged 
soldiers  or  poor  peasants  have  good  figures  and  a  graceful,  modish  stance 
and  wear  their  tatters  with  an  air.  One  aspect  of  modern  commercial  films 
has  been  a  similar  way  of  enhancing  realism  with  bodily  fashion.  It  puts  a 
sexy  icing  on  ordinary  events,  to  make  banality  attractive  and  sordid  mis- 
fortune romantic.  Goltzius'  engraved  classical  figures  have  a  similar  slick 
look  that  has  been  largely  created  by  the  suavity  of  the  lines  that  model  and 
polish  them.  In  a  kind  of  pop-art  tour  de  force,  he  even  simulated  the  look 
of  engraving  for  some  of  his  drawings,  as  if  to  show  off  both  his  skill  and 
the  effectiveness  of  the  commercial  graphic  medium  itself. 

('allot  had  a  magnificent  gift  for  massing  crowds  that,  like  Klsheimer's, 
seem  directed  rather  than  composed.  His  big  Biblical,  military,  and  festive 
scenes  have  a  DeMille-like  combination  of  huge  scope  and  small  incident, 
pointed  up  by  the  looming  repoussoir  figures  in  the  foreground,  who  are 
linked  to  the  action  of  larger  groups  receding  into  the  distance.  The  per- 
sonnel of  each  of  these  is  crisply  defined,  and  all  milling  or  marching 
crowds  are  neatly  distributed  among  the  hills  or  plains  of  the  broad  set- 
ting. The  sharp  black-and-white  medium  creates  a  glittering  chiaroscuro 
scrim  that  incites  the  eye  to  motion  and  to  action,  bouncing  it  around  the 
scene,  letting  it  range,  or  focusing  it  on  one  or  another  vignette,  stirring  the 
soul  with  graphic  sparkle.  The  whole  is  held  together  by  an  exhilarating 
technical  elegance  that  gives  each  little  figure  the  dash  and  finish  of  a 
movie  actor,  a  Hollywood-style  beggar  or  merchant.  It  works  similarly  to 
the  way  the  brilliance  of  cinematography  can  hold  huge  crowd  scenes  in 
harmony  by  its  own  graphic  authority,  which  forbids  confusion  and  bore- 
dom in  the  viewer.  There  were  no  painters  trying  to  do  just  that  at  the  time. 

Caravaggio's  great  contemporaries  the  Carracci  were  founding  operatic 
theaters  rather  than  making  movies,  establishing  a  stately  and  glamorous 
universe  wherein  epic  performances  on  themes  of  all  kinds  might  be  repeat- 
edly and  satisfyingly  enacted,  by  many  different  artists  in  many  variations. 
Caravaggio's  harsh  alternatives  went  on  to  influence  the  Dutch  and  Span- 
ish purveyors  of  grim  stories,  most  of  which  seem  no  less  theatrical  than  the 
noble  frescoes  of  the  classical  school.  Rubens  shared  in  the  contemporary 
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sense  of  theater,  but  his  desire  for  control  of  the  reproduction  and  conse- 
quent spread  of  his  own  works  (and  his  appreciation  of  Elsheinier)  show 
him  to  be  among  those  with  a  graphic  and  cinematic  understanding — the 
sense  of  that  kind  of  graphic  motion  which  can  move  the  public  at  large. 

Rubens'  paintings  consistently  celebrate  the  world  through  the  corpore- 
ality of  paint.  The  uncanny  transparency  of  earlier  cinematic  painting — the 
thin  paint  films  of  Bosch  and  Bruegel,  the  glazes  of  Van  Eyck — are  at  odds 
with  Rubens'  liking  for  the  express  tangibility  of  paint  itself.  He  makes  you 
feel  his  hand.  The  kind  of  manual  brilliance  practiced  by  Callot  or  Goltzius 
in  etching  and  engraving  relishes  the  dialectic  of  white  ground  and  black 
marks — the  glowing  screen  of  nothingness,  magically  broken  up  by  a  few 
lines  and  shadows  into  real-seeming,  gripping  visions.  There  is  no  special 
delight  in  the  metal  and  burin,  or  even  in  pen  and  ink:  drawings  by  Callot 
have  the  same  breathtaking  bravery  that  Van  Dyck's  and  Rembrandt's 
show,  the  look  of  being  conjured  out  of  the  void  and  lit  by  it  from  behind.  It 
is  quite  different  from  the  insistent  calligraphy  of  Diirer,  whether  etched, 
engraved,  or  drawn. 


4.8   JACQUES  CALLOT,   The  Opening  of  the  Red  Sea.  Etching 
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4.9   JACQUES  CALLOT,   Cu rr y i n<;  of  the  Cross.  Etching 


The  subject  matter  in  Callot's  scenic  works  is  seamlessly  narrative 
rather  than  anecdotal.  Drama  is  seen  as  a  dynamic  flow,  not  a  set  of  well- 
shaped  phrases.  The  Opening  of  the  Red  Sea  and  the  Carrying  of  the  Cross 
have  a  dazzling  panoramic  integrity  beyond  any  requirements  of  the  story, 
and  free  of  a  painter's  need  for  stable  chromatic  schemes  (4.8,  4.9).  His 
method  is  related  to  that  of  Bruegel,  though  quite  different:  related,  be- 
cause these  two  artists  share  in  the  sense  of  the  kinetic  scene  and  the  ki- 
netic eye  and  so  both  prefigure  film;  different,  because  of  the  different 
aims  and  means  that  made  them  ancestors  of  different  styles  of  film. 

('allot  worked  for  reigning  dukes  and  princes  of  the  Church  in  a  period 
when  absolute  riders,  eager  to  demonstrate  their  own  power  to  themselves 
in  cosmic  terms,  employed  artists  with  a  strong  understanding  of  show 
business  to  help  them  do  it.  In  order  to  sustain  the  right  note,  a  certain 
panache,  a  festive  sort  of  excitement  would  have  to  suffuse  all  kinds  of  im- 
agery. It  would  apply  to  records  of  grisly  executions  no  less  than  to  de- 
scriptions of  stage  productions,  to  religious  illustration  no  less  than  to 
fashion  prints  and  scenes  of  military  triumph  or  brutal  rapine.  Every  kind 
of  scene  in  ('allot  s  oeuvre  shows  a  world  with  a  satisfying  surface  gloss 
that  flatters  the  viewer,  whatever  the  subject — flatters  him,  that  is,  by  sug- 
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gesting  that  the  universe  is  rendered  chic  by  his  gaze,  and  that  all  reality 
constantly  presents  itself  to  be  relished  as  a  sort  of  entertaining  tribute. 

This  was  a  Hollywood  device  during  the  great  days  of  American  self- 
flattery.  In  the  golden  age  of  Hollywood,  not  a  king  but  a  whole  nation  was 
served  the  visible  world  on  a  platter,  as  if  it  were  perfectly  baked  and 
glazed.  Only  the  most  becoming  dishevelment  graced  the  hair  of  distraught 
wives  and  mothers;  tenements  had  laundry  as  artfully  festooned  as  the 
draperies  of  mansions;  perfect  fit  was  shared  equally  by  prison  garb,  office 
wear,  slum  and  farm  gear,  campus  togs,  and  evening  dress,  and  perfect  fig- 
ures by  all  their  wearers.  It  was  deliciously  realistic. 

Callot's  scenes  are  much  more  like  such  movies  than  are  most  of  the 
nineteenth-century  spectacular  paintings  celebrating  French  or  British  im- 
perialism, and  that  is  because  of  the  affinities  between  graphic  media,  de- 
spite the  absence  of  color  in  Callot.  Only  graphic  art  can  keep  things 
moving.  Frith's  Railway  Station  and  Derby  Day  are  full  of  precise  colorful 
details  and  incidents  with  a  precise  anecdotal  completeness:  Callot  lets  it 
all  sweep  across  the  plane  in  streams  of  energy,  with  incident  barely 
sketched  or  skimmed,  and  precision  instead  attached  to  the  uniform  styl- 
ishness of  gesture,  dress,  and  setting.  Kven  the  Miseries  of  War  pictures 
have  a  glitter  and  flicker  and  a  mobile  compositional  excitement  that  keeps 
the  atrocities  from  striking  home  very  sharply.  The  experience  remains  sce- 
nic, like  a  filmed  engagement  between  Indians  and  cavalry.  In  both,  au- 
thentic excitement  is  generated  by  vivid  use  of  the  medium  more  than  by 
the  horrors  of  the  battle.  This  particular  kind  of  graphic  "realism"  sug- 
gests that  the  fear  and  strife  of  others  is  wonderful  entertainment,  but  of 
course  only  for  superior  beings,  who  may  view  it  through  the  attractive  veil 
(or  film)  of  a  highly  skilled  technical  representation.  Hruegel,  on  the  other 
hand,  is  like  a  European  film-maker  intent  on  verism  spiced  with  cynicism. 
The  world  of  power  and  prestige  is  seen  from  a  distance  and  perpetually 
askance,  never  taken  very  seriously  or  very  personally,  even  when  great 
events  are  afoot.  The  viewer  is  roused  in  his  fundamental  sympathies  and 
in  his  sense  of  humor,  not  soothed  in  his  sense  of  comfortable  superiority. 

In  the  early  seventeenth  century,  even  during  the  full  tide  of  the 
Counter-Reformation  and  the  grandiose  self-conceptions  of  monarchs,  or- 
dinary secular  subject  matter  had  become  standard  even  in  Catholic  mon- 
archies. This  was  in  part  possible  precisely  because  of  the  penetration  of 
traditional  painting  by  the  new  force  of  graphic  art,  which  had  been  so  pre- 
cocious in  exploring  secular  and  genre  themes  and  which  had  come  to  form 
a  visual  background  and  representational  standard  for  all  European  life. 
Georges  de  la  Tour  (1598-1652),  like  Callot  a  citizen  of  the  Duchy  of  Lor- 
raine, where  various  religious  orders  had  power  besides  the  reigning  duke, 
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could  produce  scenes  of  elegant  chicanery  and  uproarious  gambling,  grim 
portraits  of  wretched  peasants,  as  well  as  emblematic  Magdalens,  saintly 
martyrdoms,  and  Biblical  groups.  There  is  no  irony  or  sentimentality  in  his 
view  of  one  or  the  other  kind  of  theme;  a  unifying  vision  informs  both,  as  if 
he  were  a  movie-camera  subject  to  the  same  registration  of  phenomena, 
whatever  the  context.  He  does  not  carefully  have  to  paint  secular  scenes  as 
if  they  were  timeless,  or  religious  scenes  as  if  they  were  customary  sights, 
because  everything  is  extraordinary  under  the  eye  of  this  artist.  Contempo- 


4.10  georges  de  la  tour,  The  Angel  Appearing  to  St.  Joseph 


116 


MOVING  PICTURES 


rary  life  is  just  as  bizarre  and  mysterious  as  the  great  sacred  tales. 

He  seems  to  have  developed  in  isolation  and  obscurity,  and  only  in  this 
movie-loving  century — as  with  Vermeer  and  Bruegel — has  he  been  called 
great.  His  vision  has  that  same  prophetic  pre-cinematic  look.  Most  of  the 
movement  in  his  unturbulent  groups  is  the  movement  of  indoor  light 
(usually  flame),  of  breath,  and  of  thought.  Eyes  slide  sideways  in  an  ab- 
sorbed manner  quite  different  from  those  in  Caravaggio's  scenes,  quite 
lacking  in  audience  awareness  (4.10).  Children  have  a  bright  self-contained 
solemnity  devoid  of  coyness.  The  practical  lighting  effects  seem  related  to 
Caravaggio's  style,  and  De  la  Tour  may  have  known  engraved  paintings  by 
Dutch  Caravaggisti  such  as  Honthorst  and  Terbrugghen,  although  there  is 
nothing  very  Dutch  about  these  strict  but  richly  lit  interiors.  The  tavern 
scenes  have  none  of  the  raunchy  giggle  and  bustle  of  Dutch  contemporary 
equivalents,  no  careful  grotesquerie — only  a  bemused,  sour  humor  and  un- 
emphatic  movements.  The  deformed  and  stupid  peasants  have  no  trace  of 
either  comic  swagger  or  inflated  tragic  dignity.  De  la  Tour  makes  the  light 
show  us  how  to  see  them  plain — them,  and  nothing  else.  Surroundings  are 
usually  swallowed  up  in  darkness;  the  point  is  the  human  beings  and  the  il- 
lumination of  their  inner  lives.  Nevertheless  the  darkness  is  pregnant 
rather  than  stifling,  because  a  cogent  visible  flame  is  answering  it  back, 
glowing  from  a  single  source  in  all  directions  at  once;  and  the  darkness  re- 
mains a  possible  world — the  world  of  Everything  Else,  which  is  not  imme- 
diately important  beyond  this  moment,  where  life  is  being  kindled  in  the 
flame  of  what  is  happening.  In  Caravaggio's  spotlit  scenes,  on  the  other 
hand,  the  surrounding  curtain  of  blackness  seems  there  to  prevent  spill 
and  close  the  light  in,  just  as  on  a  stage.  It  is  under  De  la  Tour's  lamps, 
moreover,  that  small  movements  of  heads  and  faces  produce  the  sudden 
gleam  of  eyes  that  gives  these  paintings  their  living,  movielike  look,  along 
with  the  unprecedented  semi-lost  profiles  and  the  ingenuous  hands. 

De  la  Tour  and  Callot  were  compatriots  and  near  contemporaries,  but 
they  were  entirely  different  in  their  artistic  lives  and  purposes,  which  rep- 
resented two  different  kinds  of  "graphic"  ideal.  Callot  was  an  internation- 
ally famous  artist  who  painted  nothing.  It  was  his  mobile  graphic  skill  that 
kept  him  on  the  move  himself,  traveling  from  Lorraine  to  Rome,  to  Flor- 
ence, to  Holland,  and  back  to  Lorraine,  where  he  did  religious  works  for  the 
Franciscan  Order.  He  worked  for  Louis  XIII  and  Richelieu  as  well  as  the 
Florentine  duke  and  the  Regent  of  the  Netherlands;  he  knew  Rubens  and 
Galileo.  His  many  printed  works,  entirely  in  black  and  white  and  most  of 
them  in  tiny  format,  had  enormous  effect — visual,  psychological,  perhaps 
political.  By  contrast,  Georges  de  la  Tour  apparently  never  left  Lorraine 
and  produced  nothing  but  a  few  paintings.  He  had  no  known  teacher  and 
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no  international  connections,  although  some  local  fame,  including  patron- 
age irom  the  duke;  and  he  was  reclusive  and  cantankerous.  His  direct  influ- 
ence was  felt  only  by  his  son,  who  continued  painting  in  the  same  style 
some  time  after  his  father's  death.  Later,  his  very  artistic  existence  sank 
into  oblivion;  his  pictures  were  scattered  and  wrongly  attributed. 

But  De  la  Tour  followed  the  cinematic  impulse  even  further  than  Callot: 
his  charged,  intimate  scenes  are  life-size.  Where  Callot  collected  and  chor- 
eographed huge  numbers  on  a  tiny  screen,  De  la  Tour  transformed  his  pri- 
vate scenes  of  candlelit  encounter  and  spiritual  crisis  into  moments  of 
overwhelming  importance,  with  no  Jesuitical  zeal  and  no  other  rhetorical 
device  than  enlargement.  These  big  pictures  have  small  flourish  but  great 
intensity,  just  like  movie  close-ups.  The  power  of  miniature  illumination 
that  Elsheimer  had  continued  to  make  use  of  is  here  transcended  at  last, 
for  the  first  time:  later  in  the  century  the  Dutch  masters  would  continue 
the  effort.  It  almost  seems  natural  that  De  la  Tour  had  to  wait  for  general 
recognition  until  the  century  of  the  movie  screen,  where  small  moments  are 
also  made  great  by  light  and  size,  and  the  stillness  is  in  motion. 

Other  French  painters  of  the  early  Baroque  period  such  as  Simon  Vouet 
certainly  worked  large,  often  with  similar  subject  matter  similarly  ar- 
ranged: sacred  and  secular  confrontations  of  solitary  contemplation, 
viewed  from  very  close.  But  for  the  most  part  such  scenes  have  Caravag- 
gio's  flavor  of  the  theater  (not  the  opera  stage  or  the  masque,  but  the  street 
theater  of  ad  hoc  performance)  or  the  posed  tableau.  Theatrical  flavor  is 
certainly  suited  to  a  large  painting:  a  highly  noticeable  picture  conceived  in 
stage  style  may  politely  address  the  beholder  with  a  proper  salutation,  in- 
stead of  letting  its  heroine  just  sit  there  unawares,  gazing  away  into  the 
candle  flame  or  even  catching  a  flea  inside  her  open  smock,  forcing  the 
viewer  to  feel  uncomfortable  for  intruding  (4.11). 

Poussin,  another  French  contemporary,  by  contrast  exemplifies  the 
total  painter's  view,  both  anti-graphic  and  anti-theatrical.  Here  is  the  mas- 
terly hand  in  league  with  the  intellect,  using  the  sensory  power  of  color  as  a 
metaphor  and  chief  expository  medium,  as  Cezanne  later  did.  The  light  in 
Poussin's  works  is  a  vibrance  induced  by  the  interaction  of  colors,  and  the 
space  is  created  by  the  management  of  planes,  just  as  in  abstract  painting. 
These  works,  moreover,  try  for  absolute  beauty,  like  those  of  Piero  della 
Francesca.  And  they  often  win.  They  have  the  same  enchanting  power  that 
is  both  distancing  and  elevating,  because  the  painted  world  is  complete  in 
itself,  persuasive  only  about  itself  and  the  people  in  it.  The  way  they  are  is 
remote  from  the  way  things  are,  and  the  way  we  are. 
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\±J  EVENTEENTH  -  CENTURY  Holland  made  itself  a 
distinctive  European  power,  and  its  art  also  had  an  unmistakable  charac- 
ter, no  longer  very  obviously  traceable  to  Caravaggio,  Italian  classicism, 
and  Mannerism,  or  even  its  own  Renaissance  past.  The  seventeenth-century 
Dutch  mode  has  been  called  one  of  description  rather  than  narration;  but 
these  works  somehow  do  have  undeniable  narrative  motion  other  than  that 
of  an  account  or  a  tale.  Their  descriptive  properties  are  evident,  but  some- 
thing is  always  happening  even  when  there  is  no  event.  The  greatest  of 
those  Dutch  artists  devoted  to  the  suggestive  actualities  of  life  open  things 
to  the  eye  and  the  eye  to  things  in  unprecedented  acts  of  reciprocal  revela- 
tion. They  have  a  truly  movielike  style,  not  attained  again  until  the  films  of 
the  late  twentieth  century. 

Caravaggio's  theatrical  effects  were  made  cinematic  in  Holland.  Trans- 
muted by  Northern  attitudes  about  illumination  and  experience,  Caravag- 
gesque  scenes  rendered  by  Terbrugghen  and  Honthorst  have  the  ambience 
of  possibility:  shifts  of  feeling  and  action  may  really  occur,  are  visibly  oc- 
curring as  we  watch.  The  light  seems  to  liberate  motion.  Instead  of  spray- 
ing and  freezing  the  moment,  as  it  does  in  Caravaggio,  the  light  insinuates 
itself  among  the  characters,  demonstrating  their  relations  like  the  inter- 
play of  gazes,  or  like  conversation.  There  seems  to  be  no  sound  in  Caravag- 
gio, despite  all  the  many  open  mouths — even  the  lute  playing  is  suspended; 
but  in  Terbrugghen's  The  Calling  of  St.  Matthew  (1621),  the  space  is  full  of 
rustle  and  buzz  (5.1).  In  Caravaggio's  version  of  the  same  theme  the  mo- 
ment strikes,  like  the  beam  of  light  that  seems  conjured  by  the  upraised  arm 
of  Christ;  but  in  Terbrugghen  a  camera  seems  to  be  moving  in  on  the  scene, 
following  Peter's  gaze.  It  turns  away  from  the  dark  foreground  shoulder 
and  profile  of  Christ,  moves  over  the  bald  dome  of  the  oblivious  old  man, 
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5.1    HENDRICK  TBBBRUOO  H  E  N  ,    The  Calling  of  Sf.  Mnltlu  ir 


wearing  eyeglasses  and  armor  as  lie  counts  his  coins,  toward  the  apprehen- 
sive, gaudy  hoys  who  flank  Matthew,  and  straight  to  Matthew's  grim  and 
sentient  face.  He  has  already  taken  up  his  hat — he  knows  an  enormous  fate 
is  coming  at  him,  and  he  must  make  a  move.  Here,  just  as  in  so  many  Jesus 
movies,  the  Redeemer's  power  is  measured  by  the  reactions  of  those  with 
whom  he  deals.  We  watch  their  faces  as  they  look  at  him,  while  his  figure 
remains  shadowed  and  peripheral.  Here  we  can  just  see  his  lips  open  as  he 
prepares  to  speak.  Meanwhile  a  bouquet  of  mobile  hands  fills  the  center  of 
the  lighted  space;  the  papers  are  ruffled  on  both  wall  and  table,  the  decora- 
tive flaps  on  the  boys'  sleeves  are  agitated — some  unearthly  breeze  is  stir- 
ring here,  causing  a  chill  and  some  uneasy  movement. 

Another  feature  of  this  painting  that  is  not  shared  by  the  Caravaggio 
version  is  the  hip-length,  life-size  view  of  the  characters.  Such  framing  has 
long  been  a  cinematic  given.  Most  movie  encounters  are  shown  at  least  once 
from  just  such  a  distance,  without  legs  and  feet  but  with  torsos  and  hands 
for  expression,  just  as  we  see  people  when  we  come  near  to  watch  and  listen 
to  them.  Film  stills  showing  two  or  three  characters  in  conversation  invari- 
ably follow  this  Baroque  convention,  which  was  by  no  means  confined  to 
Holland  and  appears  constantly  in  European  art  of  the  seventeenth  cen- 
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tury.  The  more  distancing  full-length  view  used  in  so  many  of  Caravaggio's 
groups  (as  opposed  to  his  lute  players  and  grape  tasters),  just  as  in  many 
from  the  fifteenth  and  sixteenth  centuries,  is  partly  what  makes  them  so 
much  like  theater.  Hip-length  views  are  like  life,  or  more  so.  The  device  was 
another  late-fifteenth-century  manuscript  illuminators'  invention,  another 
of  their  early  steps  toward  emotional  immediacy  and  verisimilitude  in  per- 
sonal perception.  In  the  seventeenth  century  the  motif  seems  to  have  ac- 
companied large,  even  life-size  format,  in  a  deliberate  attempt  to  draw  the 
viewer  closer  (5.2,  5.3).  He  is  invited  to  share  in  emotional  interchanges  in- 
stead of  having  to  interpret  them  from  a  distance,  exaggerated  by  unmis- 
takable gesture  and  posture  as  if  they  were  on  stage. 

Single  figures  had  been  shown  from  hip-level  ever  since  the  fifteenth 
century.  This  also  promoted  the  sense  of  personal  nearness  while  display- 
ing the  right  details  of  costume  and  posture  to  be  informative  and  impos- 
ing. But  in  addition  the  choice  of  such  a  view,  whether  for  a  portrait  or  for 
the  Virgin  or  a  single  saint,  nicely  immobilizes  the  subject.  Without  legs, 
he  is  seen  to  be  both  present  and  still,  rooted  in  the  picture,  where  he  must 
stay,  having  no  means  of  escape.  He  is  yours  forever  while  you  look  at  him. 

An  entirely  different  effect  is  achieved  by  showing  a  scene  among  sev- 
eral figures  this  way,  especially  if  they  look  at  each  other.  Movement  can 
immediately  be  attributed  to  the  viewer  himself  when  the  group  subject's 
legs  are  all  canceled;  we  have  approached  close  enough  to  the  scene  not  to 
notice  legs,  just  as  we  would  at  a  crowded  informal  gathering,  but  to  notice 
only  personal  and  social  transactions,  and  any  physical  or  sartorial  details 
that  have  meaning  for  them — hats,  gloves,  and  ornaments,  hair,  beards, 
and  breasts,  ears  but  not  shoes. 

Seating  people  at  a  table  is  an  excellent  pictorial  device  for  arranging  an 
interpersonal  situation,  as  it  is  in  life.  It  fixes  the  subjects  even  more 
firmly,  not  only  eliminating  their  legs  but  immobilizing  their  bodies.  In  art, 
it  often  keeps  the  viewer  on  his  feet  among  them,  moving  toward  the  pro- 
tagonists and  looking  down  on  their  business  from  his  upright  position.  We 
approach  Terbrugghen's  Matthew  as  we  approach  the  villain  or  hero  play- 
ing cards  in  a  Western  saloon,  during  the  moments  when  his  challenger 
enters  and  moves  in  on  him.  We  see  what's  on  the  table  as  well  as  on  the 
faces;  we  come  behind  one  or  another  shoulder  and  await  the  next  move. 
Most  of  the  moving  will  be  emotional,  not  physical,  except  for  the  card  or 
coin  turned,  the  finger  pointed  (5.4,  5.5). 

It  seems  to  have  been  the  Northern  painters,  following  the  manuscript 
artists,  who  first  expanded  the  emotional  dimension  of  sacred  images  in 
just  this  way,  especially  that  of  the  Madonna  and  Child.  The  beautiful 
closed  system  of  maternal  tenderness  never  lacked  in  Italian  art,  but 
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5.5  Shot  from  The  Breaking  Point,  1950 
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5.6    GERARD  DAVID,    The  Virgin  and  Child 


Northern  painters  sought  a  closer  link  with  the  viewer  and  his  own  personal 
experience.  Bellini  Virgins,  however  tender,  barricade  themselves  behind 
parapets;  but  Gerard  David's  Virgin  sits  at  a  low  table  feeding  Jesus  from 
a  bowl  right  in  the  same  room  with  us  (5.6).  Genre  motifs  here  reinforce 
rather  than  diminish  the  supernatural  aura:  that  is  the  secret  of  the  cine- 
matic method.  Here  again  a  table  fixes  the  action,  but  makes  a  little  scene 
out  of  the  still  image,  into  which  we  feel  ourselves  drawn. 

The  most  straightforwardly  descriptive  Dutch  painters  of  the  seven- 
teenth century  have  strong  affinities  with  modern  animated  cartoons,  just 
as  they  originally  did  with  the  moralizing  printed  picture-books  of  their 
own  time.  They  also  suggest  the  kind  of  ephemeral  and  entertaining  mod- 
ern movie  that  creates  intentionally  crude  and  glossy  versions  of  realistic 
material,  usually  for  comic  effect. 

One  very  cartoonlike  Dutch  artist  was  Adriaen  van  Ostade,  whose  vil- 
lagers and  tavern  rowdies  seem  easily  translatable  into  the  Disney  mode 
(5.7).  The  style  used  for  the  naturalistic  backgrounds  in  cartoon  features  of 
the  1930's  and  1940's  seems  copied  straight  from  the  lightly  swollen  look 
of  Van  Ostade's  doors,  cupboards,  and  table  legs,  his  squat,  rounded,  and 
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mellow  shapes  for  all  sorts  of  humble  domestic  structures  and  objects — 
and  also  for  humans.  The  Disney  Seven  Dwarfs  and  their  cottage  seem  to 
have  been  invented  by  Van  Ostade,  though  they  and  their  kin  and  chattels 
had  an  intermediate  incarnation  in  the  work  of  Moritz  von  Schwind  and 
other-  German  Romantic  fairy-tale  illustrators.  But  Van  Ostade's  original, 
dumpy  vision  has  a  much  more  accessible  coziness  than  the  clear,  sweet, 
pale  efforts  of  Schwind  and  his  colleagues,  who  were  consciously  being  an- 
tique and  folkloric. 

The  cozy  mode  was  also  perfected  in  the  seventeenth  century  by  Gerard 
Don,  whose  deeply  absorbed  sages,  attentive  kitchen  wenches,  and  doting 
mothers  are  also  rendered  in  a  rounded,  sweetened  manner.  Their  slight 
cartoonlike  quality  is  intensified  by  the  paintings'  polished  surface  and 
small  format.  The  lighting,  however-,  is  sharpened  and  dramatized  in  Don's 
pictures.  There  is  no  bland  flattening  out  of  color  through  diffusion  of 
light,  to  match  the  comfortable  rounding  of  the  shapes,  as  in  Van  Ostade. 
The  effect  is  shadow-boxy  and  doll-like,  with  everyone's  forehead  shining 
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under  the  candle  glow  or  the  incoming  sunbeam  exactly  like  the  gleam  on 
the  polished  bowl,  bottle,  or  apple.  This  artist  aims  to  please:  the  scruffy 
qualities  of  humble  life  have  been  subtly  made  appetizing,  without  his  ever 
actually  lying.  But  despite  the  lighting  the  Hollywood  flavor  is  still  Dis- 
neyish,  not  photographic;  the  compositions  are  too  pat  for  the  direct  eye  of 
the  camera. 

Other  descriptive  Dutch  painters  have  far  more  straight  cinematic  char- 
acteristics, but  also  in  a  Hollywoodish  style  of  realism.  In  the  paintings  of 
Jan  Steen,  for  example,  everyone  seems  to  have  the  same  strongly  marked 
face  with  a  small  smirk,  a  pointed  chin  and  nose,  and  slightly  puffy,  tilted 
eyes.  This  face  is  in  fact  Steen's  own,  and  it  often  appears  on  the  clownish 
character  who  resembles  and  stands  for  himself  in  the  paintings;  but  he 
thrusts  it  on  almost  all  of  his  other  characters,  too,  and  so  he  also  gives  his 
scenes  a  touch  of  the  cartoon.  Action  in  these  works  is  comic  and  a  bit 
pointed,  as  in  old  Technicolor  comedies  with  Doris  Day.  Like  them,  it  takes 
place  among  prosperous  people  whose  enterprises  are  made  to  seem  a  little 
ridiculous  while  they  are  nevertheless  faithfully  rendered  in  visual  terms. 
Just  as  in  such  films,  the  textiles,  flesh,  and  furnishings  are  actual;  but  the 
behavior  is  slightly  overdone,  and  some  excessively.  Everyone  acts  true  to 
character  stereotype,  and  a  general  theme  of  human  crudity  and  silliness 
underlies  all  incident  (5.8). 

Steen's  paintings  were  linked  to  the  skits  done  in  the  same  spirit  by  the 
Dutch  Rhetorical  Societies  and,  like  them,  to  current  proverbs  and  saws. 
But  what  makes  them  like  film  and  television,  not  like  theater,  is  the  satis- 
fying natural  sheen  and  common  crowding  together  of  real  things — the  set 
decoration,  where  significant  signals  are  embedded  in  a  random-seeming 
collection  of  stuff  under  the  inclusive,  undiscriminating  camera  eye.  The 
comic  stage  of  that  time  and  place  depended  mainly  on  character  and 
props.  Elaborate  stage  settings  were  used  only  for  court  masques,  trage- 
dies, and  operas,  and  there  were  no  realistic  ones  at  all.  Steen's  packed 
fantasy  scenes  of  domestic  rumpus  and  popular  moralistic  folklore  could 
bring  the  whole  rich  visual  aspect  of  life  to  bear  on  familiar  and  simple 
comic  material,  just  as  movies  did  and  do,  and  as  television  comedy  does 
even  more. 

Svetlana  Alpers'  insistence  on  the  absolute  optical  standard  of  meaning 
for  this  art — to  be  seen  is  to  mean — is  reinforced  by  the  cinematic  nature 
of  its  narrative  method.  For  dressing  these  sets  and  composing  these 
groups,  the  formal  language  has  not  been  taken  down  from  classic  dicta- 
tion, to  emphasize  and  seek  support  from  the  familiar  story  of  storytelling. 
In  that  method,  every  object  in  a  picture  is  offered  in  a  harmonious  formal 
style  that  calls  attention  to  its  own  placement  in  a  traditional  scheme,  like 


Copyrighted  material 


Dutch  Genre 


127 


5.8   JAN  STEEN,   The  Doctor's  Visit 


the  words  in  a  sonnet.  The  viewer  knows  where  he  is,  as  he  "reads"  the  pic- 
ture. But  here,  as  in  cinema,  a  great  many  things  are  visible  just  in  order  to 
be  so,  and  only  some  have  direct  pertinence  to  the  theme.  The  jumble  of 
phenomena  defies  reading;  the  picture  must  be  stared  at  for  a  long  time  so 
that  the  eye  can  gulp  one  thing  after  another,  both  piecemeal  and  in  differ- 
ent combinations,  as  it  scans  back  and  forth.  While  some  of  them  may 
pointedly  signify,  the  elements  of  the  decor  seem  random  and  the  style  of 
rendering  neutrally  photo-graphic.  The  gestures  and  postures  in  Steen's 
comedies  may  resemble  the  exaggerated  comic-acting  style  of  his  day,  but 
for  drama  done  in  "'takes,"  as  it  is  in  these  works,  the  set  has  that  very  in- 
tentional casual  artlessness  we  see  in  modern  film.  It  is  the  same  combina- 
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tion  we  see  in  a  Jerry  Lewis  movie:  zany  or  gross  behavior  in  carefully 
normal  locations,  which  are  then  thrown  into  disorder  by  the  action. 

The  same  idea  using  different  themes  is  expounded  by  Metsu,  and  later 
by  Netscher  and  Van  Mieris.  These  painters  are  more  romantic,  and  coarse 
comedy  is  subdued  in  favor  of  gentle  amusement  and  some  sentimentality 
— nothing  is  raffish,  everything  is  sweetly  respectable,  and  everyone  is  very 
pretty.  Metsu  offers  a  great  number  of  rich  possessions  shown  to  the  best 
advantage,  just  as  in  film  melodramas  showing  Kim  Novak  anxiously  and 
prettily  betraying  her  husband,  but  also  happily  at  ease  and  not  at  all  sti- 
fled amid  the  satisfying  trappings  of  middle-class  comfort.  Metsu's  rugs 
and  jugs  and  satin  skirts,  embroidered  slippers  and  glossy  lutes  are  never 
excessive;  as  in  the  most  successful  film  melodramas,  they  look  attainable. 
Sight  is  always  the  point — to  see  is  not  only  to  know,  but  to  possess.  A 
large  component  in  the  appeal  of  such  paintings  must  then  have  been  just 
this  opportunity  for  studying,  savoring,  and  visually  possessing  lovely  ma- 
terial objects,  while  being  pleasantly  entertained  by  subjects  slightly  ris- 
que, slightly  sentimental,  or  slightly  funny.  The  moral  meanings  about  the 
wickedness  of  sloth,  greed,  and  lechery  are  neatly  folded  into  a  delicious 
package,  just  as  in  "Dallas"  and  "Dynasty,"  consisting  largely  of  material 
things  exquisitely  rendered  to  show  that  their  true  value  is  quite  detached 
from  the  moral  of  the  story  (5.9). 

There  is  something  not  only  cinematic  (in  the  woman's-picture  style)  but 
positively  American  about  this  pictorial  mode.  It  demonstrated  the  same 
unstable  combination  of  puritanism  and  self-indulgence,  of  prudery  and  li- 
centiousness that  has  stamped  much  American  culture — and  there  are  real 
affinities  between  seventeenth-century  Holland  and  us,  when  we  are  seeing 
ourselves  not  only  as  progressive  and  prosperous,  highly  moral,  and  rather 
piously  materialistic,  but  also  as  simple-hearted,  unsophisticated,  and  sex- 
ually volatile — as  many  of  our  Hollywood  films  have  often  shown  us  doing. 
There  are  even  more  excruciating  echoes.  With  these  lovesick  maidens  vis- 
ited by  pompous  doctors,  or  tipsy  housewives  about  to  warm  up  unbecom- 
ingly to  dashing  casual  callers,  there  is  a  familiar  yet  uncomfortable  sense 
of  the  sexes,  one  we  used  to  see  constantly  in  films  of  thirty  years  ago  and 
before.  These  well-to-do  middle-class  women  have  the  kind  of  freedom  that 
comes  with  enlightened  bourgeois  leisure  and  affluence,  that  permits 
comradeship  and  social  parity  with  men  but  no  practical  power  or  active 
ambition.  They  may  play  around,  and  also  spend  money  on  themselves,  and 
keep  the  house  exquisitely  without  a  husband's  or  father's  supervision; 
wives  and  girls  have  great  freedom,  but  no  other  work.  Tending  and  brood- 
ing about  love  and  possessions — sometimes  children — are  their  preoccu- 
pation. The  expensive  prostitute,  the  chic  matron,  and  the  princesslike 
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daughter  arc  not  easy  to  tell  apart — they  all  wear  the  same  expensive 
clothes,  exchange  letters  with  lovers  and  confidences  with  servants,  look  in 
the  mirror,  and  practice  deception  as  well  as  music.  Meanwhile,  and  most 
importantly,  there  is  no  aristocratic  standard.  These  are  plain  folks,  even  if 
they  are  rich,  and  there  is  no  tradition  of  refined,  imaginative  idleness  to 
support  them.  Instead,  an  ideal  of  virtuous  simplicity,  industry,  and  right- 
eousness keeps  these  rich  and  idle  people  prurient  and  hypocritical,  and 
produces  great  ambiguity  in  pictorial  renderings  of  common  scenes.  Men 
have  real  business  elsewhere  and  are  only  staying  awhile,  unless  they  are 
just  going  to  leave  or  just  arriving — all  these  doctors,  teachers  of  music, 
curled  gallants,  officers,  soldiers,  and  notaries.  Is  any  of  them  the  hus- 
band.' Women  are  at  home,  often  fidgeting.  Yet  sexual  equality  is  supposed 
to  exist,  the  doors  and  windows  stand  open,  the  street  beckons.  These 
women  feel  free  and  unfree  at  once.  The  happiest,  the  ones  we  like  best,  are 
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those  either  deeply  absorbed  in  a  task  or  really  having  fun  with  the  soldiers. 
The  ones  being  plied  with  liquor  or  doubtful  propositions,  or  struggling 
mutinously  with  the  keyboard,  or  discussing  a  clandestine  letter  with  the 
maid  are  not  much  at  ease. 

It  is  in  fact  not  peace  but  unease  informed  by  decorum  that  makes  the 
greatest  of  these  Dutch  works  so  compelling.  The  atmosphere  in  the  paint- 
ings of  Terborch,  De  Hooch,  and  Vermeer  is  somehow  immensely  freighted, 
because  these  artists,  unlike  Metsu,  Steen,  Van  Ostade,  and  Don,  have  de- 
liberately addressed  the  problem  of  ambivalence.  In  works  by  the  latter 
group,  facial  expression  is  fairly  standardized.  Three  or  four  conditions  of 
soul  are  clearly  rendered:  mothers  are  benign,  urchins  giggle,  teachers  and 
doctors  look  sober  or  affronted.  Boors  in  taverns  grimace,  young  girls  are 
demurely  lascivious.  But  amid  the  serene  appurtenances  of  De  Hooch's 
universe,  for  example,  the  faces  of  mothers,  children,  maids,  and  visiting 
gentlemen  are  often  carrying  somewhat  undefined  ambiguous  expressions 
that  are  anything  but  serene.  So,  too,  are  the  postures  and  the  physical  re- 
lations among  the  visible  characters. 

One  device  used  by  this  group  of  Delft  painters  is  to  keep  at  least  one  fig- 
ure with  its  back  turned,  or  with  its  face  otherwise  invisible  and  unread- 
able. Steen's  characters  half  turn  to  the  audience,  aware  of  being  seen  and 
playing  to  the  gallery:  each  scene  is  a  prepared  comic  piece,  and  we  are 
fixed  out  front.  But  in  the  De  Hooch  and  Vermeer  scenes,  at  least  one  per- 
son is  an  obvious  non-performer,  oblivious  to  observation,  absorbed,  and 
emotionally  unnaccountable — and  so  the  whole  picture  also  is.  The  exact 
balance  is  not  made  clear.  In  the  great  De  Hooch  Mother  Lacing  Her  Bodice 
(5.10),  the  mother  looks  pleasantly  stupefied  by  basic  maternal  function, 
still  feeling  tied  to  the  baby,  who  is  once  more  swallowed  up  in  its  protec- 
tive cradle  and  milky  dreams.  Meanwhile  the  three-year-old  has  turned  her 
back  in  the  shadows,  and  slopes  off  quietly  toward  the  door.  Just  what  is  in 
her  small  heart?  Understandably,  the  dog  is  undecided  whether  to  follow 
her  slow  shuffle  out  to  the  sunny  yard,  or  stay  with  the  satisfied  pair  in- 
doors. This  is  not  tranquillity;  it  is  only  quiet  behavior  and  orderly  house- 
keeping. The  actual  emotional  circumstance,  the  ''story,"  is  unstated  and 
mutable,  still  in  progress.  By  contrast,  a  curtain  is  drawn  up  to  reveal  Ger- 
ard Dou's  Mother  (5.11);  she  smiles  brightly,  the  baby  grins,  ogles,  and 
flashes  its  bottom  at  us,  the  maid  beams,  the  cradle  yawns  in  luxurious  in- 
vitation. The  maternal  breast  shines  enticingly,  and  everything  reeks  of 
Domestic  Contentment,  see?  But  not  much  of  truth. 

In  the  indecorous  mode,  Steen's  comic  visions  of  drunkenness  and  li- 
cense are  unleavened  by  any  principle  of  real  joy,  nor  are  Van  Ostade's  tav- 
ern brawlers  feeling  much  delight.  But  the  acutely  peaceful  interiors  of  the 
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very  well  behaved  are  mocked  by  Steen's  fantasy  disorders:  this  is  more 
like  what  is  really  going  on.  And  in  the  low-keyed  encounters  between  Ter- 
borch's  and  De  Hooch's  ladies  and  their  servants,  children,  and  visitors, 
there  is  considerable  tension,  no  matter  how  smooth  the  curls  and  dust-free 
the  windowsills.  The  tidy  and  sunlit  sumptuousness  looks  like  a  firm  effort 
at  control,  an  array  of  fragments  shored  against  moral  ruin. 

The  theme  seems  to  deepen  into  the  representation  of  material  riches  as 
one  kind  of  spiritual  test,  a  thicket  of  comfortable  circumstance  through 
which,  in  which,  around  which  the  inmost  soul  must  find  a  way  to  operate. 
The  metaphor  for  the  soul's  flow  in  and  around  things  is  light;  the  strategy 
for  guiding  it  aright  is  perfectly  ordered  space.  In  all  this  material  order 
and  comfort  there  is  little  pleasurable  physical  ease,  such  as  Rubens  or 
Italian  painters  continually  convey.  Bodily  movement  and  posture  is  either 
restrained  or  awkward,  and  muffled  by  the  clothes.  By  contrast,  slight  ges- 
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tures  of  the  hand  and  slight  facial  expressions  are  thrown  into  prominence, 
again  as  if  to  show  private  spiritual  movement  finding  its  way  among  the 
heavy  furniture  and  stiffened  garments. 

Only  a  few  painters  attempted  to  convey  this  state  of  inward  things  in 
that  advanced  cinematic  style  which  goes  beyond  recourse  to  theatrical  or 
cartoon-graphic  tradition,  beyond  Technicolor  Hollywood  comedy  and 
melodrama  into  the  realm  of  seriously  poetic  film  art.  De  Hooch  was  a  com- 
prehensive master  at  it.  His  use  of  children  is  especially  powerful,  and  it  is 
often  that  same  three-to-five-year-old  girl  who  focuses  the  image  upon 
floating  consciousness,  rather  than  upon  controlled  events.  This  child  is 
often  physically  separated  from  adults,  and  her  face  and  body  are  slightly 
indistinct.  There  are  no  cute,  wistful  looks  or  cheeky  grins  to  emphasize  the 


Dutch  Genre 


1  M  H 


adult  view  of  children,  just  as  there  are  no  satisfyingly  complete,  rounded- 
off  formal  arrangements  in  the  Don  manner  (f>.12.  5.DS).  The  dogs  in  I)e 
Hooch  are  also  conductors  of  emotional  atmosphere:  they  stand  and  turn 
their  heads  attentively  to  look  at  something  likely  to  need  attention, 
whether  or  not  the  composition  of  the  picture  indicates  its  importance — 
alert,  ready  to  shift  focus  instantly,  just  as  we  are. 

The  little  girl  may  he  helping  with  the  household  tasks  in  an  unemphatic 
way — no  cuteness  here  either — or  just  watching  them.  The  scene  is  cer- 
tainly peaceable;  and  yet  the  idea  of  inner  conditions  not  necessarily  in 
tune  with  outward  perfection  manages  to  surface  in  these  works  and  give 
them  their  modern  appeal.  It  is  a  mark  of  this  sophisticated  cinematic 
method  that  the  artist's  own  feelings  are  made  to  retreat,  so  that  those  of 
the  human  suhject  engage  those  of  the  viewer  directly,  in  fact  seem  to  leap 
into  the  vacuum  created  by  that  reticence. 

The  real  peace  in  these  Dutch  interiors  and  courtyards  is  a  perspectival 
authority  so  perfect  that  hy  itself  it  creates  a  kind  of  gratitude  in  the  he- 
holder.  Exquisite  relations  obtain  between  indoor  and  outdoor  light,  be- 
tween adjacent  interior  spaces,  between  human  figures  and  whatever  they 
touch,  hold,  sit,  or  lean  on  or  move  around  among.  At  the  same  time,  the  in- 
teresting flow  of  human  feeling  is  conducted  (hrouyh  these  things,  not 
against  a  background  of  them,  as  it  is  in  a  theatrical  sort  of  composition. 
Here  most  of  the  dramatic  action  is  accomplished  by  arrangements  of  light 
and  mass  that  draw  feeling  out  of  undramatic  objects  and  circumstances. 
The  withdrawal  of  rhetoric  allows  infinite  layers  of  psychological  action  to 
pile  up;  but  peace  is  eternally  preserved  in  the  firmness  of  the  table  legs 
and  the  weight  of  the  jug. 

In  De  Hooch's  family  scenes,  bodily  movement  is  minimal;  but  bodies 
are  slim,  and  therefore  persons  look  mobile,  because  they  fill  the  empty 
space  around  them  with  their  possible  action  instead  of  using  up  or  weigh- 
ing down  an  assigned  slot.  Faces  are  full  of  potential  expression,  a  bit 
blurred  and  transitory,  ready  to  compose  into  a  particular  mold  only  in  the 
next,  unknowable  moment.  That  there  is  great  deliberateness  in  De 
Hooch's  cinematic  method  is  suggested  by  his  art-director's  habit  of  edit- 
ing reality  to  make  it  more  natural.  The  look  of  reportorial  exactitude  in 
these  courtyards,  kitchens,  and  linen  rooms  is  a  total  fiction;  most  of  them 
are  made  up.  Scenes  in  different  pictures  apparently  take  place  in  the  same 
corner  of  the  same  room,  which  actually  has  quite  different  details  of  struc- 
ture and  decor  in  each  one.  The  intensely  natural,  perfectly  observed  look 
of  casual  domestic  moments  has  been  deliberal ely  contrived,  with  ;i  fierce 
unnoticeable  artistry. 

The  interaction  of  comfortable  if  simple  physical  existence  with  the  na- 
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ture  of  moral  and  spiritual  limits  is  the  theme  of  this  art — "everyday  life" 
in  its  profoundest  sense.  Personal  and  family  virtue  had  long  been  a  con- 
ventionally prized  value  in  Protestant  Holland;  but  after  the  cessation  of 
hostilities  with  Spain  in  the  middle  of  the  century,  artists  were  increas- 
ingly inspired  to  concentrate  on  genre  subjects  that  celebrated  it,  and  less 
on  tavern  and  guardroom  subjects,  or  those  showing  the  military  presence 
in  civil  life.  It  was  then  that  Vermeer  and  De  Hooch  and  Terborch  began  to 
refine  and  intensify  the  theme,  not  just  of  secular  and  civil  virtue  but  of  the 
inwardness  of  private  life. 

In  the  best  De  Hooch  paintings  the  theme  is  concentrated  on  the  domes- 
tic affairs  of  women  and  children,  wherein  the  fundamental  lessons  about 
the  relations  among  things,  persons,  and  feelings  are  always  taught;  and 
the  lesson  here  is  that  domestic  virtue  may  arise  simply  out  of  the  true  per- 
ception of  order.  The  paintings  teach  that  wayward  personal  feelings  will 
be  tempered  to  manageable  degree,  and  moral  weakness  given  no  scope,  if 
everyone  is  allowed  the  steady  contemplation  of  clear  lines  and  uncluttered 
spaces,  the  touch  of  smooth  surfaces,  and  the  steady  breath  of  clean,  moist 
air.  They  also  teach  that  life  is  better  when  accompanied  by  little  noise  and 
almost  no  speech.  Instead,  the  dog's  feet  click  on  the  tiles,  and  homemade 
music  makes  beauty  from  design,  so  that  domestic  harmony  has  its  outward 
and  audible  sign.  But  these  children  never  fall  and  scream,  the  dog  never 
barks,  the  metal  vessels  never  crash  down  or  tumble  together,  no  one  jeers 
or  whines  or  scolds.  No  one  even  converses  very  much.  Everything  is 
hushed  by  the  perfect  light;  imperfect  and  rebellious  souls,  unsatisfactory 
sexual  and  familial  relationships  are  all  comfortably  contained  in  its  sover- 
eign equilibrium  (5.14). 

Morality  has  thus  become  a  matter  of  visual  esthetics — a  very  cinematic 
principle.  But  such  a  great  investment  in  visible  orderliness  as  a  paradigm 
of  spiritual  health  means  that  physical  abandon  and  ungoverned  sensual 
pleasure  may  not  be  part  of  the  recipe,  but  must  be  opposed  to  it — funda- 
mentally disorderly  and  destructive,  not  capable  of  refinement  and  ration- 
alization. Sexual  behavior  in  De  Hooch's,  Terborch 's,  and  Vermeer's 
paintings  is  thus  always  oblique  and  ambiguous  or  plainly  crude.  There  is 
none  of  that  explicitly  erotic  delicacy  later  infused  into  genre  scenes  by 
Watteau  and  Chardin.  In  certain  De  Hooch  works  the  sexual  themes  are 
treated  as  they  are  in  certain  modern  European  films,  where  the  progress 
of  sexual  incident  is  less  crucial  than  the  shift  of  emotional  flavor  in  exist- 
ing sexual  relationships — La  Nottc  and  Red  Desert,  for  example.  The  several 
paintings  where  a  man  is  dressing  (undressing?)  near  a  bed,  and  a  woman 
is  making  (opening/)  the  bed  or  bringing  a  tray  of  refreshment,  or  lacing 
(unlacing?)  her  bodice,  or  adjusting  her  hood  in  the  glass  have  great  per- 
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sonal  poignance,  tin1  greater  for  the  uncertainty  about  what  is  actually  oc- 
curring. Again,  faces  are  virtually  unreadable.  These  may  be  domestic 
encounters,  but  they  might  just  as  easily  be  venal;  in  either  case,  sexuality 
has  no  pleasurable  exuberance  of  its  own  to  assert  in  these  works  (5.15). 

Terborch  is  mainly  concerned  with  venal  love,  and  his  amorously  en- 
gaged characters  are  usually  in  attitudes  and  conditions  of  bemusement 
and  doubt,  or  portrayed  in  moments  of  slight  but  pervasive  constraint.  The 
handsome  shiny  clothes  and  rich  settings  seem  to  produce  the  constraint 
instead  of  enhancing  enjoyment — these  brothel  scenes  look  like  Victorian 
drawing-room  assemblies,  where  personal  feeling  is  under  strict  behavioral 
sanctions  and  emerges  only  as  ambiguous  facial  expression  or  nearly  im- 
perceptible bodily  stirrings.  The  lesson  in  Dutch  art  seems  to  be  that  the 
life  of  pleasure  is  full  of  constant  pressure — a  modern  American,  Protes- 
tant sort  of  lesson. 

As  Peter  Sutton  always  insists,  subjective  not  objective  realism  is  the 
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keynote  of  this  art,, just  as  it  is  in  film.  The  picture  hy  Terhoreh  of  a  woman 
peeling  apples  again  makes  the  action  consist  of  the  flow  of  thought  rather 
than  of  behavior,  by  the  adroit  placement  of  the  little  child  (5.16).  The 
woman  in  this  scene,  presumably  a  young  mother,  seems  to  be  the  same  as 
the  one  contemplating  an  offer  of  coins  from  a  soldier  whom  she  is  about  to 
ply  with  drink  in  another  painting,  where  she  apparently  plays  a  harlot 
(5.17).  The  maternal  scene  is  intense;  she  peels  carefully,  her  eyes  fixed  on 
her  work;  the  boy  cares  nothing  for  the  peeling  of  the  apple,  but  tries  in- 
tently to  read  her  face.  What  is  she  thinking?  What  does  she  think  of  me? 
Will  she  show  me  any  approval?  This  is  the  same  question  asked  by  the 
other  painting,  where  the  same  girl  stares  at  the  money  and  the  fat,  weath- 
ered soldier  tries  to  read  her  face.  What  is  she  thinking?  Is  it  enough?  Will 
I  pass?  Do  I  score?  In  both,  the  neat  corners  of  her  mouth  betray  nothing; 
her  momentary  stillness  shows  only  her  resistance  to  the  momentary  pres- 
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sure.  At  home  or  in  the  whorehouse,  human  transactions  are  founded  upon 
the  same  emotional  politics. 

The  delicate  brushwork  refrains  from  adding  the  kind  of  delicious  sur- 
face gloss  that  Don  put  on  all  facts.  The  faint  blur  on  all  edges  gives  per- 
petual mobility;  total  clarity  would  fix  the  image.  Here,  as  in  Vermeer,  the 
air  seems  stirred  by  breathing  and  slight  muscular  movement  in  each  fig- 
ure. Only  the  satin,  where  it  thickly  veils  the  hips  and  thighs  of  Terborch's 
damsels  as  they  decorously  shift  their  weight,  sends  sharp  answering 
beams  back  to  the  questioning  gaze,  grasping  attention  and  signaling  a 
wayward  vibration  underneath  the  silk,  well  separated  from  the  impassive 
face.  The  movie  camera  has  made  full  use  of  such  effects,  and  so  has  mod- 
ern fashion  geared  to  camera  expression:  the  mobile,  sequined  flanks  of 
sullen-faced  movie  sirens  effectively  belie  their  overt  indifference.  The 
modern  sexual  poetry  of  shine  and  shadow,  so  thoroughly  explored  in  the 
costumes  for  black-and-white  cinema,  has  its  ancestors  in  the  suggestive 
skirts  of  Terborch's  and  Vermeer's  well-behaved  letter  readers  and  instru- 
ment players.  Camera  sensibility  seems  already  to  have  been  in  operation 
among  these  obliquely  interacting  lovers;  the  paintings  are  sections  of  ex- 
perience without  literary  or  theatrical  precedent,  exercises  in  explaining 
new  relations  between  the  eye  and  the  psyche. 

The  knotty  questions  about  meaning  in  Dutch  genre  works  done  after 
the  middle  of  the  century  seem  more  tractable  when  they  are  viewed  in  cine- 
matic terms,  whereby  any  didactic,  proverb-illustrating  aspects  of  personal 
situation  are  skillfully  disguised,  enfolded  in  the  immediacy  of  contempo- 
rary natural  appearances  and  casual  behavior.  You  can  understand  them 
without  having  them  explained;  you  can  see  them  without  looking  at  them. 
In  Emanuel  de  Witte's  Interior  with  Woman  at  a  Clavichord,  there  is  a  ten- 
sion between  the  muted  narrative  content  of  the  scene  and  the  dazzling  pic- 
torial claims  of  the  interior  setting.  The  set  for  this  shot  seems  incidentally, 
irrelevantly,  autonomously  beautiful;  but  in  fact  its  beauty  is  packed  with 
almost  unnoticeable  contributions  to  the  drama  itself  that  register  nearly 
subliminally,  and  therefore  all  the  better  (f).18). 

The  woman  at  the  clavichord  is  showing  neither  face  nor  hands  nor  the 
title  of  the  score.  The  man  in  bed  is  almost  invisible,  his  clothes  dimly  bun- 
dled on  a  chair.  The  dog  lies  curled  in  deepest  obscurity  on  a  cushion  be- 
hind the  door.  The  animal  sleeps;  the  man  is  awake;  both  are  shielded  from 
our  scrutiny,  almost  from  our  notice,  and  from  the  implacably  benign  sun. 
But  under  its  fierce,  bright  touch,  the  long  vista  through  the  rooms  to  the 
distant  sweeping  maid  and  open  window  makes  a  brilliant  claim  on  the  pic- 
ture's center.  If  we  were  unobservant,  or  if  we  were  a  self-absorbed  child, 
we  would  run  through  the  sunlight  straight  past  the  real  scene,  into  the  far 
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room,  to  ask  the  maid  for  a  drink.  But  we  are  stopped  at  the  threshold, 
struck  by  the  looks  of  that  beam  of  light  striking  the  woman's  head.  Her 
mirror  sees  it,  too.  And  so,  as  when  the  camera  rests  on  the  back  of  Monica 
Vitti's  head  in  Red  Desert,  we  suddenly  know  we  are  in  the  presence  of  an 
active  consciousness,  we  are  looking  at  a  human  vessel  full  of — what?  The 
vessel  on  the  table,  a  near  twin  to  the  pregnant  tankard  so  near  the  table's 
edge  in  the  foreground  of  Vermeer's  scene  with  a  lady  and  gentleman  and 
yet  another  keyboard,  is  a  rhyming  presence  (5.19). 

It  is  like  a  casual-looking  foreground  telephone  in  a  film  shot,  where  the 
camera  invites  us  to  watch  the  people  behind  it,  but  we  are  being  instructed 
that  the  phone  will  significantly  ring  or  be  lifted.  In  these  Dutch  scenes  the 


Dutch  Genre 


1  4  1 


5.19   JAN  vermeer,  A  Man  and  Woman  at  the  Virginals 


tankard  fills  the  atmosphere  with  an  awareness  of  drinking,  what  novelists 
used  to  call  the  fumes  of  wine,  even  when  no  one  is  looking  at  it  or  touching 
it.  It  contributes  to  that  unique  combination  of  casual  phenomena  with 
charged  encounter  that  movies  depend  on,  and  that  the  Dutch  seem  to  have 
invented.  In  the  Vermeer,  the  tankard,  brimful  of  traditional  meaning,  sim- 
ply sits  there;  but  just  by  being  in  the  room,  where  we  can  see  it  forming  a 
big  third  with  the  couple,  it  conjures  all  the  old,  stagy  pictures  of  amorous 
folks  carousing,  and  adds  a  hypothetically  turbid  past  and  future  to  the 
stillness  of  this  pair. 

Emotional  action  in  the  De  Witte  moves  laterally,  flashing  from  right  to 
left  across  the  foreground  from  the  window  to  the  bed,  through  the  tankard 
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and  the  hooded  woman,  slipping  right  past  the  bright  vista  to  the  shadowy 
man,  and  back  again;  but  the  pictorial  action  is  the  recession  of  sun-struck 
rooms.  Like  the  Vermeer,  it  is  an  amazingly  modern,  cinematic  treatment  of 
a  classic  scene  on  the  ancient,  mythological  theme  of  drink,  love,  and 
music.  Freshly  dressed,  she  plays  for  him  and  perhaps  sings;  but  she  also 
plays  against  him,  and  for  herself.  She  wants  to  wake  him,  and  also  to  tame 
him.  Earlier,  they  have  drunk  together,  she  serving  him  and  playing  music 
then,  too;  but  she  has  also  been  urged  by  him  to  drink,  and  more.  Her 
early-morning  music  now  heals  him  as  if  it  were  sunlight;  but  it  also  jan- 
gles, reminds,  and  somewhat  undoes  him:  he  rests  his  head  on  his  hand, 
and  does  not  rise.  She,  too,  is  healed,  and  plays  for  her  own  comfort;  but 
she  makes  some  mistakes,  and  feels  foolish.  She  will  shake  her  coiffed  head 
in  a  minute.  Meanwhile  the  maid  sweeps  out  yesterday's  dust  and  gets 
ready  for  starting  again. 

None  of  this  is  explicit,  none  of  it  is  anything  but  fantasy.  But  all  known 
concatenations  of  beds  and  men  and  women,  wine  and  song  and  sunlight 
are  nevertheless  caught  up  in  this  subdued,  casual  scene — caught  and  de- 
liberately thrown  back,  as  we  are  forced  to  look  directly  only  at  a  receding 
view  of  some  invented  spacious  rooms,  rather  sparsely  occupied  in  the  early 
hours  of  the  morning.  The  technical  achievement — the  perspective  and  the 
sun  patches — becomes  transparent,  moreover,  as  if  there  were  no  artist  in 
the  equation  and  only  one  kind  of  observer,  a  single  sensitive  eye,  effort- 
lessly and  at  once  grasping  both  the  private  situation  and  the  neutral 
beauty  of  the  indoor  light. 

Alpers'  formulation  that  seeing  and  "picturing"  were  one  activity  for  the 
Dutch  painters  will  work  for  the  movie  camera,  too.  A  sense  of  the  unedited 
visible  world  as  the  right  medium  of  esthetic  and  moral  truth  shows  in  the 
way  cinema  has  transmuted  old  stage  conventions,  just  as  Vermeer  and  De 
Hooch  transmuted  stage-style  pictorial  themes — The  Merry  Company,  The 
Music  Lesson — into  what  look  like  casual  occurrences  in  common  life.  One 
truth  about  the  visual  aspect  of  real  life  is  that  it  is  always  partial.  Ver- 
meer's  scenes  have  that  spareness  of  material  incident  that  looks  subjec- 
tively right,  so  different  from  Jan  Steen's  interiors  crammed  with  an  inor- 
dinate show  of  detail.  Vermeer  seems  to  be  expounding  the  thought  that  at 
any  given  moment  in  normal  living,  most  meaningful  detail  is  in  the  head; 
the  eye  as  it  strikes  surrounding  circumstance  is  usually  only  arbitrarily 
furnished  with  significant  material,  and  often  meagerly.  In  Vermeer's 
works,  as  in  Rembrandt's,  what  we  actually  see  is  quite  simple;  what  is  im- 
plicit is  enormous.  It  is  often  made  out  of  assumptions,  collections  of  small 
visual  allusions  that  the  viewer  is  assumed  to  understand  unconsciously. 
He  needs  only  the  barest  hint  for  the  right  visual  associations  to  arise  and 
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compose  in  his  head,  and  in  his  idea  of  what  the  picture  shows.  The  less 
abundant  t lie  visual  material,  the  more  contribution  the  viewer  feels  like 
making.  The  light  meanwhile  stays  fluid,  striking  with  stunning  indiffer- 
ence; the  viewer  must  use  it  to  interpret  personally,  to  feel  let  in  on  things. 

But  music  also  fills  the  void  and  adjusts  the  emotional  terms,  just  as  it 
does  in  the  movies.  In  these  paintings  music-making  and  musical  instru- 
ments also  stand  for  emotional  movement  itself,  like  the  light.  In  the  many 
Dutch  scenes  of  affluent  life  containing  music,  some  doubtless  demon- 
strate polite  harmony.  But  the  Vermeer  music  scenes,  just  like  the  De 
Witte,  seem  to  be  using  the  suggestion  of  sound  to  augment  the  tension, 
like  underscoring,  to  replace  broad  gesture  and  pointed  facial  expression 
or  a  big  collection  of  visible  objects. 

De  Hooch's  late  works  have  less  light  and  more  music  than  his  great  and 
famous  middle-period  ones  of  rooms  and  courtyards,  and  even  more  subtle 
imaginary  settings.  The  shadows  thicken  among  these  well-dressed  young 
people  as  the  music  gets  louder  and  the  landscape  of  fantasy  expands 
around  them.  Formerly  De  Hooch  had  invented  middle-class  houses  and 
their  gardens;  later  he  turned  the  actual  Xew  Town  Hall  in  Amsterdam  to 
his  own  purposes,  sometimes  pretending  it  was  a  pleasure  palace  full  of 
satin-clad  revelers,  sometimes  rearranging  it  to  give  it  a  fictional  though 
quite  plausible  aspect,  even  while  depicting  it  undergoing  the  scrutiny  of 
visitors  and  tourists — as  if  to  question  the  whole  possibility  of  objective  vi- 
sion. Steps  echoing  on  marble  floors  and  the  indistinct  hum  of  voices  re- 
place the  music,  and  contribute  to  the  effect  of  suggestive  fantasy, 
conceived  in  specific  local  terms. 

In  the  large  scene  showing  visitors  to  the  Hall,  the  intent  gaze  of  the 
principal  male  figure  is  turned  upward  over  our  heads  (5.20).  He  seems  to 
be  watching  the  huge  curtain  that  simulates  one  hanging  before  the  paint- 
ing itself,  not  in  it,  as  if  he  had  a  sense  of  our  presence  that  the  others  lack. 
Other  disconnected  groups  gaze  in  different  directions,  a  child  seems  to 
look  idly  toward  us,  a  dog  at  something  out  of  the  picture.  The  raised  gaze 
of  the  solitary  man  has  a  strange  ambivalence,  like  so  much  behavior  in  De 
Hooch's  work.  The  man  seems  about  to  lower  his  gaze  to  meet  ours,  but  he 
is  too  entranced  by  the  lifting  curtain.  Are  we  in  fact  characters  in  the 
painting  he  will  finally  be  able  to  look  at  when  the  curtain  is  fully  up? 

Something  about  the  arbitrariness  of  vision  and  its  function  inhabits 
these  Dutch  pictures.  Apart  from  the  great  geniuses  of  genre — De  Hooch, 
Vermeer,  Terborch — modest  practitioners  express  the  same  concern.  They 
show  the  oddness  of  ordinary  phenomena  instead  of  their  beauty  and  sig- 
nificance, and  record  dull,  unharmonious  moments  even  when  ostensibly 
celebrating  the  peace  and  quiet  of  virtuous  existence  in  prosperous  towns, 


Copyrighted  materia! 


1  44 


MOVING  PICTURES 


5.20    PIETER  DE  HOOCH,   Interior  of  the  New  Town  Hall  in  Amsterdam 


putatively  a  very  model  of  harmony.  Jacobus  Vrel  is  such  a  painter.  Like 
modern  town-dwellers  who  feel  that  a  private  sense  of  psychic  emptiness  is 
somehow  intensified  by  perfect  domestic  surroundings,  the  personnel  in 
Vrel's  works  are  seen  to  be  somewhat  canceled  by  their  milieu. 

In  Woman  at  a  Window,  the  woman's  head  is  partially  cut  off  from  our 
view  by  the  window  frame,  and  what  she  is  doing  is  obscure  (5.21).  Her  face 
and  hands  are  invisible  and  her  body  wadded  up  in  her  clothes;  her  avenues 
of  expression  are  blocked.  And  yet  the  moment  is  expressive.  It  records 
nothing  of  the  woman,  but  rather  our  act  of  seeing  her  lean  out  that  way,  as 
if  we  were  entering  and  glancing  around  hastily,  registering  phenomena 
without  attaching  significance  to  them,  but  feeling  something  so  strongly 
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that  all  visual  detail  becomes  clarified  and  acquires  a  false  significance. 
The  woman  leans  out;  she  does  it  many  times  a  day,  to  empty  a, jug  into  the 
canal  or  shake  a  mop.  But  the  picture  is  not  showing  this  fact;  it  is  a  scene 
not  of  domestic  but  of  visual  life,  being  offered  as  a  metaphor  of  inner  life, 
just  as  it  is  offered  in  film.  The  picture  shows  how  such  an  arbitrary,  in- 
complete, and  slightly  comic  view  of  a  woman  in  a  room  can  imprint  itself 
on  the  eye  and  mind  for  reasons  other  than  response  to  the  subject. 

To  show  how  this  works,  the  painter  does  not  dwell  on  the  intimacy  of 
the  scene,  nor  yet  on  that  intimacy  as  a  distillation  of  anything  else.  Its  spe- 
cific small  domestic  meaning  is  in  fact  sidestepped  in  favor  of  a  peculiar 
emotional  tone  that  seems  irrelevant  to  the  depicted  moment.  The  big  and 
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noticeable  woman  herself  is  largely  invisible  and  incalculable;  the  burden 
of  the  picture  is  on  us,  not  her.  The  perspective  is  a  little  uncertain,  like  the 
subject,  and  gives  that  slight  sense  of  the  ground  shifting  that  occurs  when 
things  are  seen  while  one  is  walking,  or  by  a  hand-held  camera.  The  emo- 
tional ground  shifts  to  match. 

Esaias  Boursse  and  Pieter  Janssens  Elinga  also  made  paintings  show- 
ing rooms  with  seated  figures  whose  personal  character  is  quelled  by  the 
neat  surrounding  arrangements,  including  face-shrouding  headgear,  but 
who  are  nevertheless  intensively  seen,  even  while  their  privacy  stays  unvio- 
lated.  We  don't  catch  them  at  anything,  but  we  are  caught  by  them.  In 
Elinga's  Woman  Reading,  the  huge  shoes  in  the  foreground  are  funny  and 
odd,  like  the  position  of  the  woman's  chair  (5.22).  She  sits  in  the  middle  of 
the  room  facing  the  light,  which  strikes  the  floor  instead  of  her  book;  the 
fruit  bowl  placed  on  the  chair  seat  is  another  oddity.  And  yet  this  is  a  sim- 
ple scene,  perfectly  comprehensible  and  ordinary:  the  shoes  are  clogs,  out- 
door footgear  usually  shed  in  the  house;  the  chair  is  lightweight  and 
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customarily  shifts  all  the  time — perhaps  she'll  move  it  in  a  moment.  The 
fruit  howl  won't  stay  put  on  the  domed  lid  of  the  nearby  chest,  and  so  the 
maid  has  put  it  on  the  chair,  which  is  a  rarely  used  formal  piece  of  furniture 
anyway.  But  why  has  this  picture  been  painted? 

In  the  ease  of  Vermeer  and  I)e  Hooch,  artists  with  patently  great  paint- 
erly ambition,  the  answer  to  that  question  may  usually  be  that  the  picture 
represents  the  effort  to  solve  an  artistic  problem,  or  several  overlapping 
ones — a  master  painter's  exercise  in  further  mastery.  Shoes,  bowl,  light, 
and  chair  would  be  rung  in  to  serve  a  large  artistic  goal,  to  help  the  painter 
extend  his  strategies.  In  this  division  of  genre  art,  the  themes  are  comfort- 
ably limited:  women  at  home,  engaged  in  music,  needlework,  and  corre- 
spondence, flirtation,  cookery,  and  childcare,  or  combinations  of  them.  But 
as  soon  as  a  great  painter  has  chosen  any  one  such  subject,  everything  else 
can  be  construed  as  a  record  of  his  personal  artistic  journey,  conveniently 
made  in  a  familiar  vehicle  to  amazing  new  places. 

But  Elinga  was  not  very  talented  or  ambitious  as  a  painter.  His  works 
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have  considerable  modesty,  like  those  of  Vrel,  who  may  even  have  been  an 
amateur.  Yet  their  choice  of  specific  view  within  a  general  subject  is  just  as 
arbitrary-seeming  as  De  Hooch's  or  De  Witte's  choices,  without  the  sup- 
port of  these  artists'  clearly  deeper  aims.  Boursse's  Interior  with  a  Woman 
Spinning  also  has  curiously  effaced  characters,  a  man  nearly  vanishing  out 
of  the  left  margin  and  nearly  resembling  a  pile  of  folded  bedding  or  cur- 
tains, and  a  dim,  faceless  woman.  Most  of  the  picture  is  floor  and  window, 
and  the  muted  light  penetrating  and  reflecting  off  these  two  planes  is  one 
actor  in  the  scene  (5.23). 

The  other  is  the  viewer  who  is  crossing  that  floor,  heading  for  the  distant 
room  beyond  and  taking  in  the  fireside  scene  en  route,  out  of  the  corner  of 
the  eye  without  focusing  on  it.  The  picture  records  that  unfocused  moment 
— unfocused  but  lighted  up,  like  the  white  wall  and  wooden  window  frame 
on  the  neighboring  building  seen  blurrily  through  the  glass.  Atmosphere  is 
generated  by  the  moving  eye  and  mind  of  the  beholder,  not  by  any  interac- 
tion between  the  two  inert  persons  in  the  room.  The  composition  and  the  ar- 
rangement of  light  bypass  them,  and  instead  invite  us.  The  picture  seems  to 
have  been  painted  to  show  how,  as  we  pass  by  them,  circumstantial  phe- 
nomena are  invested  with  meaning  only  by  our  expectant  glance,  which  is 
ever  open  to  association  and  unconsciously  charged  with  projected  drama. 

Vrel  and  Boursse  do  not  use  strong  sunbeams  or  even  strong  contrasts; 
these  glimpses  insist  on  engaging  the  eye  unassumingly,  as  if  only  making 
suggestions.  There  is  nothing  really  there  to  see  after  all,  and  no  brilliant 
signals  are  arrayed  to  catch  needless  attention.  These  works  are  records  of 
subjective  vision  in  the  commonest  use,  painted  to  remind  us  of  how  the  ex- 
perience of  seeing  most  commonly  works. 

Dutch  scenes  at  home  or  in  fictional  palaces  have  a  certain  physical  sua- 
vity and  comfort,  if  not  mental  ease;  men  and  women  are  well  dressed  and 
many  are  elegant.  But  other  scenes  depict  the  rougher  world  of  guard- 
rooms and  taprooms  full  of  soldiers  in  the  same  charged,  subjective  way. 
The  theme  itself  is  as  commonplace  and  nearly  as  old  as  that  of  home 
music  and  vinous  flirtation:  soldiers  conversing  together,  whether  on  the 
eve  of  battle  or  after  victory,  are  the  stuff  of  much  anecdote  and  secular 
mythology. 

All  over  embattled  Europe  in  the  first  half  of  the  seventeenth  century, 
military  demeanor  and  costume  were  obviously  a  large  fact  of  visual  life; 
and  for  the  first  time  European  male  and  female  dress  began  to  demon- 
strate strong  emotional  contrasts,  not  just  formally  balanced  differences. 
Swagger  became  a  large  element  in  male  chic,  while  demure  refinement  and 
a  high  degree  of  stasis  increased  in  bourgeois  female  dress.  Dutch  genre 
scenes  show  how  flowing  hair  and  expressive  hats  and  sweeping  cloaks 
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were  masculine  privileges,  especially  among  soldiers,  while  women  wore 
smooth  caps  and  neat  chignons,  stiff  bodices  with  thick  sleeves  and  heavily 
falling  gathered  skirts.  Men  stuck  out  their  elbows  at  sharp  angles  con- 
stantly throughout  the  century,  to  rest  a  hand  on  a  hip  or  sword,  to  pour  a 
glass;  women's  dress  confined  the  upper  arms  and  shoulders  quite  tightly, 
so  that  elbows  tended  to  stay  close  to  the  body.  Cnder  military  influence, 
the  male  body  was  extended  by  big  mobile  cuffs  and  flaps  and  and  tapes 
and  straps  of  all  sorts,  so  t hat  it  took  up  a  lot  of  room  and  made  a  lot  of  mo- 
tion and  noise,  especially  with  the  addition  of  sword,  cape,  spurs,  and  those 
enormous  boots.  Women  kept  their  mobile  adornments  to  a  minimum — a 
curl  or  two,  pearl  drops  in  the  ears.  Female  elegance  appeared  in  a  re- 
strained clarity  of  line  and  great  richness  of  fabric:  what  moved  was  the 
light  on  those  glorious  skirts.  Scenes  with  soldiers  and  women  together, 
especially  Vermeer's  pair  in  the  Frick  Collection,  frankly  play  up  these  con- 
trasts, which  were  new  elements  in  the  visual  character  of  love  play,  as  they 
must  have  been  in  general  sexual  awareness.  In  the  Frick  couple,  the  sol- 
dier's big  blot  like  hat  and  big  dim  elbow  in  its  loose,  sloppy  sleeve  are  al- 
most all  that  convey  his  sexual  flavor — beyond  them  we  have  only  his  nose 
and  a  few  blurry  fingers.  Her  crisp  body,  head,  and  arms  are  in  sharp  con- 
trast, as  contained  and  defined  and  lucent  as  the  glass  her  hands  protect, 
or  as  the  map  above  her  head  (5.24). 

In  this  art,  scenes  without  women  are  quite  different  from  those  with 
caps  and  skirts.  Male  behavior  is  full  of  the  material  quality  of  male  acces- 
sories, the  constant  sense  of  kit  and  gear  that  one  can  see  in  military  group 
portraits  as  well  as  guardroom  paintings.  Even  civilian  portraits  share  the 
hat-and-sweeping-cloak  theme  with  the  military  man.  These  seventeenth- 
century  male  bodies  have  no  line  and  hardly  any  clear  shape,  except  that 
occasionally  given  by  a  partial  breastplate  or  unusually  tight  sleeves.  Their 
erotic  effects  must  have  arisen  out  of  sartorial  assertion,  also  manifested  in 
baggy  breeches  and  bunchy  shirtsleeves,  and  in  big  collars  or  ruffs.  Willem 
Duyster's  Soldiers  by  a  Fireplace  shows  a  central  figure  with  a  huge  fur- 
brimmed  hat,  a  star  among  the  other  hats  that  fill  the  scene  with  their 
looming  and  tilting.  The  card  game  at  the  back  and  the  storytelling  at  the 
fire  have  a  nonchalance  and  lack  of  social  tension  dependent  on  a  notice- 
able lack  of  women  or  drink  or,  for  that  matter,  danger  (5.25). 

These  men  are  smoking  and  speaking  in  low  tones  in  a  clublike  am- 
bience; a  purely  masculine,  low-keyed  interplay  is  in  process.  The  glance  of 
the  standing  man  takes  neutral  cognizance  of  our  presence — we  are  a  man 
and  a  member,  too.  Chiefly,  the  system  uniting  the  pools  of  light  also  unites 
these  quiet  men,  making  two  palpable  communities  within  the  picture  but 
creating  one  gracious  milieu  for  the  interchange  of  calm  chat  and  complex 
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5.24   JAN  VERMEER,   Officer  and  Laughing  Girl 


comradely  feeling.  Action  and  passion  are  at  a  distance;  so  are  folly, 
shame,  strife,  and  bravado.  The  light  heals  and  sustains.  These  men  wear 
shoes,  not  boots,  and  their  big  hats  have  a  benign  protective  look.  Swords 
are  not  in  evidence.  Are  they  indeed  soldiers?  If  so,  they  are  not  insisting 
on  it  at  this  moment.  The  foreground  boy  offers  the  repoussoir,  the  silhou- 
etted figure  against  whose  awareness  the  lighted  scene  exists.  We  cannot 
see  his  eyes;  but  his  parted  lips  show  his  absorption  in  the  fur-hatted 
speaker's  words,  perhaps  in  his  unusual  face  and  dress,  and  the  boy's  satis- 
faction at  being  among  these  glowing  beings  who  take  their  ease  and  admit 
him  to  their  company. 
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5.25    w  I  L  L  E  M  DUYSTER,   Soldiers  by  a  Fin  plan 


Restraint  is  the  note  struck  in  this  and  other  Duyster  soldier  pictures. 
The  viewer  is  permitted  to  enter  its  community  and  feel  out  its  emotional 
temper  by  degrees,  as  in  film  scenes  where  the  action  consists  of  just  that 
— the  gradual  exploration  by  the  camera  of  a  roomful  of  men  slowly  unfold- 
ing a  situation  to  the  viewer's  consciousness.  It  was  done  in  The  Right  Stuff 
and  many  others.  In  Terborch's  painting  called  The  Dispatch,  the  action  is 
clear  but  the  situation  is  made  muted  and  resonant;  we  are  invited  to  con- 
sider what  is  going  on,  not  told.  The  standing  trumpeter  averts  his  gaze 
from  the  seated  writer  exactly  as  Vermeer's  standing  maid  does  from  her 
writing  mistress  in  the  Alfred  Beit  Collection  painting  (5.26,  5.27). 
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5.26  gerard  terborch,  Officer  and  Trumpeter  (The  Dispatch) 


Love  is  apparently  the  subject  of  these  screeds,  which  will  be  delivered 
by  these  subordinates;  but  it  is  the  psychological  complexity  of  love  that  is 
suggested  with  precocious  modernity  in  such  simple  situations.  They  are 
like  the  paintings  of  Hopper,  or  like  scenes  in  films  where  the  camera 
watches  the  members  of  a  group  or  couple,  dwelling  at  length  on  each  with- 
out comment,  letting  possible  changes  of  inward  state  suggest  themselves 
without  the  need  of  overt  action  or  expression,  and  without  speech.  Such 
dramatic  devices  were  only  gradually  appropriated  for  cinema,  after  it  had 
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5.27   JAN  VERMEER.    Woman  Writing  a  Letter,  with  fur  Maid 


obviously  transcended  the  theatrical  conventions  with  which  it  had  started; 
but  they  had  been  exhaustively  explored  by  Vermeer,  I)e  Hooch,  and  Ter- 
borch  in  paint  as  they,  too,  steadily  recast  old  themes  in  new  terms  of  sub- 
jective experience. 

While  the  eyes  of  these  writers  are  lidded  as  they  bend  over  their  work, 
the  eyes  of  both  maid  and  trumpeter  are  wide  and  full  of  consciousness. 
Both  gaze  out,  but  not  at  us.  Their  understanding  is  their  own,  and  we  can 
only  observe  it,  empathize,  try  to  interpret.  They  could  speak,  but  of  course 
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they  won't  unless  spoken  to.  Both  have  jobs  that  take  them  around  and 
about  among  folk  of  superior  rank,  whom  they  may  assist  and  observe  but 
not  address  as  equals.  They  are,  however,  painted  as  equals;  our  attention 
is  drawn  as  much  to  their  possible  feelings  and  knowledge  as  to  that  of 
these  correspondents — as  much,  but  not  more:  these  are  not  romantic  pas- 
toral scenes  elevating  the  lowly.  The  big  dog  in  Terborch's  painting,  like  so 
many  Dutch  dogs,  is  also  a  channel  of  pertinent  feeling,  more  uninhibited 
than  any  human  actor.  He  is  the  officer's  dog,  but  he  sniffingly  attends  on 
the  messenger,  whose  restive  attendance  on  his  master  alerts  him  to  the 
emotional  stakes.  He  nearly  treads  on  the  fallen  ace  of  hearts. 

In  both  Duyster  and  Terborch,  the  male  world  is  treated  with  as  delicate 
a  sensibility  as  any  shown  by  Vermeer  and  De  Hooch  in  the  reading  of  en- 
counters between  the  sexes  or  generations.  These  painters  never  leave 
men's  expressiveness  to  the  dash  of  their  garments,  as  Callot  so  brilliantly 
did.  Despite  their  emphatic  clothing  the  Dutch  men  in  these  genre  paint- 
ings have  no  systematic  elegance,  no  form  with  which  they  present  their 
clothed  persons  and  their  feelings  and  intentions  together  in  a  harmonious 
formal  whole,  like  a  mask.  The  women  do.  The  men  are  more  artless,  loose, 
fragmented,  and  unbuttoned,  like  their  clothing  and  hair,  and  so  they  seem 
more  emotionally  unguarded.  Their  feelings  are  not  transmuted  by  either 
dash  or  decorum  into  suave,  formally  realized  modes  of  expression;  but  nei- 
ther are  they  crudely  expressed.  These  men  have  a  Gary  Cooperish  simplic- 
ity of  manner,  the  sort  of  quality  originally  associated  with  Protestantism 
and  later  with  America  altogether — uncourtly,  but  not  ungainly. 

Pieter  Codde's  Young  Man  with  a  Pipe,  from  about  1628,  already  shows 
how  a  stiff  and  formal  old  fashion  in  dress  may  be  engagingly  mobilized  in 
the  new  masculine  style  (5.28).  His  wrinkled  stockings,  tousled  head,  un- 
fastened doublet  and  collar  are  new  loosening  effects,  "a  sweet  disorder" 
applied  to  the  same  tight  and  formal  garments  that  are  familiar  from  the 
rigid  Jacobean  miniatures  and  portrait  engravings  of  around  1615.  The 
light,  moving  across  the  still  wall  and  catching  all  the  bumps,  echoes 
the  theme  of  mutability  that  his  costume  states.  His  still  pose  is  similarly 
washed  with  the  motion  of  his  thoughts.  He  looks  very  appealing  in  his  un- 
arrogant  dishevelment,  a  seventeenth-century  James  Dean.  We  are  drawn 
by  his  solitary,  ingenuous,  and  unselfconscious  charm;  he  seems  to  be  set- 
ting the  right  masculine  tone  for  the  advancing  century. 

Metsu's  Interior  of  a  Smithy  is  an  example  of  Dutch  male  interaction 
very  different  from  Duyster's  and  Terborch's  meditative  groups,  or 
Codde's  boy.  This  scene,  like  so  many  of  Metsu's,  has  a  pointed,  Norman 
Rockwell— like  cast,  so  that  it  is  not  surprising  to  learn  that  it  was  once 
thought  to  represent  the  fleeing  Charles  II  discovered  by  a  blacksmith 
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5.29    GABRIEL  METSU,   Interior  of  a  Smithy 


(5.29).  It  looks  invented,  artificially  realistic  instead  of  naturally  conjured, 
stagy  rather  than  cinematic,  and  in  fact  like  certain  scenes  from  stage- 
minded  movies.  Contrasts  of  costume,  age,  and  facial  expression  are 
stressed  by  being  typified,  and  contrast  of  occupation  by  careful  props  and 
posing.  There  is  no  room  for  psychological  or  even  physical  motion — it  is  a 
tableau,  horse  included. 

Terborch's  soldiers,  like  his  other  figures,  are  rendered  in  the  provi- 
sional figure  style  that  avoids  standard  poses  and  portrays  even  the  small- 
est element  of  human  behavior  as  pending,  so  that  it  never  freezes,  and 
emphasis  is  shifted  to  the  idea  of  process.  In  such  a  style,  no  single  physi- 
cal arrangement  can  ever  seem  ''typical,"  however  often  it  is  reused.  Each 
set  of  choices  seems  arbitrary,  even  though  they  may  all  be  very  much  alike. 
The  many  similarities  are  not  identities,  except  occasionally  in  the  case  of 
complete  objects,  such  as  the  yellow-and-black  silk  bodice  worn  by  five  very 
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different  women  in  Vermeer' s  oenvre.  In  Vernieer,  each  room  is  made  to 
look  painstakingly  observed,  and  yet  each  is  slightly  different — and  one 
must  conclude  that  all  are  invented,  just  like  I)e  Hooch's  courtyards.  In 
such  a  way  of  doing  things,  the  idea  of  detached,  neutral  vision  is  under- 
mined. Each  image  is  individually  "seen"  into  existence,  witli  all  details 
precisely  tailored  to  the  one  revealed  view,  just  as  in  a  dream,  or  in  the  kind 
of  film  that  imitates  a  dream  and  not  a  play. 

That  Vermeer  bodice  repeated  in  five  different  but  similar  spots  raises 
the  question,  Did  he  invent  it?  Is  this  garment  a  real  studio  prop,  worn  by  a 
series  of  models  and  made  to  fit  each  by  pictorial  tailoring,  or  did  Vermeer 
"design"  it  himself  only  for  the  paintings,  like  all  these  perfect  and  plausi- 
ble rooms — ignoring  what  the  girl  really  had  on  so  as  to  introduce  that 
brilliant  black  and  yellow?  or  was  it  simply  always  the  same  model,  wearing 
her  own  bodice  over  and  over?  By  lfifif)  it  was  out  of  fashion  and  appears 
no  more — Vermeer  never  ignored  fashion,  whatever  other  minutiae  he 
transposed. 

De  Hooch  has  a  sequence  of  scenes  set  in  what  cursorily  seems  the  same 
room,  with  a  cupboard  bed  and  another  room  beyond  showing  a  garden 
through  an  open  door.  They  very  much  have  the  flavor  of  a  recurring 
dream:  each  view  of  the  room  is  the  same,  but  each  set  of  details  is  slightly 
different,  and  each  seems  authoritative.  In  one,  a  child  is  being  deloused  by 
her  mother;  in  another,  the  same  child  runs  in  from  the  garden  while  the 
mother  makes  the  bed.  Still  another  shows  a  young  couple  dressing  by  the 
bed  with  a  dog  but  no  child.  It  would  be  easy  to  construct  a  filmlike  narra- 
tive out  of  all  of  these  taken  together,  especially  since  De  Hooch  even  pro- 
vided an  eerie  close-up  of  the  child  who  enters  from  the  garden,  in  a 
separate  picture  seen  as  by  a  zoom  lens  (see  5.12  and  5.13).  But  each  room, 
though  the  same,  is  not  the  same.  Each  picture  is  its  own  dream,  its  own 
film  entire,  full  of  its  own  complete  suggestive  movements  and  situations. 
The  subjective  consciousness  is  invoked  anew  each  time. 

And  yet  this  sequential  look  among  the  paintings  of  De  Hooch  and  Ver- 
meer does  again  suggest  a  cinematic  ideal — not  the  straight  telling  of  a 
"story  in  pictures"  one  after  another,  like  a  comic  strip  or  a  suite  of 
tableaux,  but  the  use  of  constant  movement  as  itself  a  narrative  theme. 
Seventeenth-century  Dutch  paintings  were  in  fact  often  done  in  pairs  or 
pendants,  to  show  two  aspects  of  one  motif,  as  if  to  point  out  the  unfinished 
character  of  all  experience,  both  moral  and  material.  They  aim  to  empha- 
size the  lack  of  cadence  possible  in  any  single  take.  Dramatic  sequence  is 
expressed  not  as  a  row  of  salient  moments,  but  as  the  play  of  the  receptive, 
seeking  eye  ranging  over  the  material  world,  weaving  webs  of  meaning  and 
feeling  but  of  the  looks  of  things. 
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1L/  ANDSCAPE  setting  provides  a  solution  to  the  problem  of 
showing  situations  in  process;  nature  never  stands  still,  says  Monet.  The 
Dutch  landscape-painters  put  that  fact  to  use  with  special  attention  to  the 
constant  movement  of  light  and  to  the  arbitrary  character  of  natural  phe- 
nomena, which  are  so  different  from  neat  rooms.  Aelbert  Cuyp  was  a  partic- 
ular master  of  rendering  the  motion  inside  the  still  moment  in  terms  of  life 
out  of  doors.  He  seems  especially  to  have  addressed  the  question  of  show- 
ing the  sun  actually  rising  and  filling  the  world  with  visibility,  as  if  that 
were  the  model  and  paradigm  for  all  action.  Almost  nothing  else  happens  in 
his  pictures,  which  show  moments  filled  only  with  the  passage  of  time,  as 
cows  ruminate  and  herdsmen  seem  to  do  the  same,  anglers  wait  for  a  bite, 
and  horsemen  sit  back  and  let  their  horses  drink  (6.1). 

The  best  of  these  paintings  are  mesmerizing  for  their  expectant,  preg- 
nant beauty  devoid  of  incident.  They  are  not  documents  of  rural  life  or  har- 
bor and  river  life,  but  only  of  the  morning  passing.  The  cows  are  full  of 
presence,  and  their  slow  responses  match  the  pace  of  the  light's  slow  rise. 
The  paint  itself  does  not  move,  as  it  seems  so  vigorously  to  do  in  Ruisdael's 
and  Hobbema's  works  portraying  similar  scenes.  There,  the  artist  stirs  the 
trees  and  the  sky  with  his  own  brilliant  talent;  but  Cuyp  withholds  that  in- 
terfering kind  of  encouragement.  He,  like  De  Hooch,  seeks  to  keep  any- 
thing definite  from  occurring,  so  that  we  can  supply  all  the  possibilities. 

Philips  Koninck  illustrates  an  alternative  cinematic  mode  in  Dutch 
landscape-paintings.  His  flat  panoramas  invite  scanning  and  seem  them- 
selves to  be  flowing  past  under  us  as  we  fly  over  them  (6.3).  They  have  no 
arrangement,  except  that  created  by  the  horizon  alone.  The  sky  and  earth 
are  separate,  but  beyond  that  fact  everything  is  in  flux;  the  eye  may  travel 
for  miles  in  all  directions  without  feeling  forced  to  rest  on  any  eminence  or 
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6.1    AELBERT  CDYP,   Cavaliers  Watering  Thei r  Horses 


prominence.  The  ownership  implied  by  the  act  of  looking  must  stay  fluid 
and  keep  moving,  never  fixing  the  world  into  a  prospect  that  could  be  la- 
beled "perfect"  or  "beautiful"  or  "typical,"  and  so  be  possessed  like  a 
snapshot.  The  artist  seems  to  be  saying  this  to  himself,  too:  artistic  owner- 
ship is  a  scanning  process.  The  frame  keeps  shifting,  showing  that  there 
really  can  be  no  frame,  no  box  in  which  to  package  the  view.  Cities  in  this 
scheme  are  simply  further  configurations  of  the  landscape;  and  town  and 
country,  like  foreground  and  distance,  intermingle  without  setting  them- 
selves up  in  conventional  opposition. 

The  Dutch  frequently  used  the  cont  re-jour  technique  for  landscape  light- 
ing, whereby  the  viewer  gazes  straight  at  the  light  source,  and  all  objects  in 
the  painting  rise  up  in  some  degree  of  silhouette  against  it.  This  method 
could  be  construed  as  a  pointedly  anti-theatrical  and  anti-classical  device, 
since  such  effects  occur  frequently  in  actual  experience  but  were  impossi- 
ble on  the  traditional  stage.  The  coulisses  with  the  side  lighting  of  stage 
convention  appeared  in  the  landscape  paintings  that  were  committed  to 
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H.2    PHILIPS  K  o  N  I  N  C  K  ,   View  of  Fields 

classical  ideals — the  beauty  of  proportionate  arrangement  within  fixed 
boundaries.  Lighting  a  scene  from  the  rear,  as  if  to  dazzle  the  viewer's  eyes 
and  unman  him,  shows  an  opposing  interest  in  recording  natural  phenom- 
ena for  their  direct  emotional  claims,  expressly  to  show  how  different  those 
are  from  idealizing  formulas. 

This  anti-classical  Theater  ">f  Nature,  based  on  the  diurnal  drama  of  the 
rising  and  setting  sun,  has  become  a  modern  classic  source  for  the  movies. 
It  derives  most  directly  from  the  kind  of  nineteenth-century  Romantic 
landscape  painting  that  put  the  sun  in  the  center,  imitating  the  way  Claude 
Lorrain  had  first  done  it.  But  the  source  for  these  truly  goes  back  not 
through  Claude,  who  was  using  the  theme  for  his  own  luminous  version  of 
classical  harmony,  but  through  the  magnetic  visions  of  Cuyp  and  Van  der 
Neer;  and  so  it  derives  ultimately  from  the  aloof  gaze  of  the  sun  at  the  rear 
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of  Bruegel's  Icarus,  the  same  relentless  eye  of  the  actual  that  has  given  the 
camera  its  force. 

Most  seventeenth-century  Dutch  artists  "actualized"  legendary  themes 
as  Bruegel  had  done,  instead  of  casting  them  in  the  established  style  of  ar- 
tistic reality — that  is,  in  the  poses  and  proportions,  the  calligraphically  de- 
signed draperies  and  appurtenances  that  had  so  long  been  associated  with 
mythological  subjects  as  to  provide  a  large  part  of  their  meaning.  The  clas- 
sic method  makes  obvious  art  out  of  old  stories,  rendering  their  harsh  con- 
tent palatable  just  by  associating  it  with  the  pleasure  of  formal  artistic 
order. 

Such  a  process  fixes  the  subject  into  a  shape  easily  contained  by  the  eye 
and  the  mind,  even  if  the  facts  are  unspeakable,  like  the  slaughter  of  the 
innocents.  The  contrasting  cinematic  method  is  to  keep  mythic  material  in 
unshapely  motion,  often  thus  making  it  unbearable  but  very  immediate — 
"graphic,"  in  fact.  Emotional  conditions  become  visible  processes  that  are 
uncertain  of  any  absolute  ends  or  outcomes.  Beautiful  groupings  cannot 
"graphically"  convey  unsettled  states  of  life,  and  so  figures  look  not  just 
awkward  but  even  doubtful  and  provisional  with  respect  to  structure  and 
posture.  Faces  may  be  quizzical,  blurry  or  even  invisible. 

The  effect  of  such  a  method  is  a  psychological  reconstruction  of  the  the- 
matic material,  in  a  style  that  is  perfectly  familiar  to  a  movie-goer.  Instead 
of  elevating  and  distancing  the  theme  by  using  prestigious  formal  language 
to  describe  it,  so  that  the  action  appears  to  take  place  in  heaven  or  a  Golden 
Age — or  in  nothing  but  paint — the  artist  makes  the  ancient  tale  seem  like  a 
rather  haphazard  modern  event,  fraught  with  the  same  kind  of  confused 
drama  that  prevails  in  private  homes  or  offices  or  public  bars,  among  ac- 
quaintances, professional  enemies,  or  family  members,  where  it  is  not 
always  certain  exactly  what  is  happening — only  the  painter  makes  it  take 
place  in  fancy-dress,  so  that  we  know  the  theme  is  legendary. 

Legendary  material  in  Dutch  art  was  in  fact  often  taken  from  Dutch  po- 
etic drama,  and  then  rendered  as  if  to  record  a  stage  production  on  film. 
The  staged  effects  were  represented  with  the  disharmonious  discrepancies 
kept  intact.  Instead  of  pictorially  beautifying,  dignifying,  and  refining  the 
clothed  figures  and  the  setting,  the  artist  carefully  shows  the  scene  with 
the  modern  trumpery  stage  arrangements  faithfully  described.  The  girl 
posing  as  Fame  or  History  whom  Vermeer's  artist  is  about  to  paint  is  just 
such  a  figure,  her  laurels  too  large  for  mythic  effect,  her  drape  too  stiff,  her 
book  and  trumpet  too  heavy.  Vermeer  thrusts  the  figure  of  the  painter  be- 
tween us  and  her,  to  make  the  point:  and  we  know  he  will  paint  her  exact 
looks,  not  an  ingratiated  version. 

The  characters  in  such  Dutch  works  are  often  not  completely  at  home  in 
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their  pageant  costumes,  whereas  in  Poussin's  great  productions,  for  exam- 
ple, the  nymphs  or  saints  and  their  companions  wear  their  universal  drap- 
eries with  unconscious  ease.  Even  including  some  Remhrandts,  Dutch 
mythic  scenes  often  look  a  little  embarrassing,  and  are  sometimes  quite 
harrowing.  The  props  and  costumes  are  indeed  like  the  ones  used  on  the 
Dutch  stage  of  the  time;  and  these,  although  they  were  often  costly,  did  not 
aspire  to  the  suave  illusionism  or  unified  stylishness  of  the  French  and 
Italian  courtly  theatricals  that  had  classical  prototypes  in  mind,  and  that 
led  eventually  to  opera.  Emphasis  in  the  Protestant,  middle-class  North 
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European  theater  was  on  the  text  and  the  acting,  not  on  significantly  har- 
monious visual  beauty — the  personal  kind  of  acting  that  led  eventually  to 
the  movies.  The  props  and  costumes  can  look  any  way,  except  that  rich  is 
naturally  most  fun;  the  point  is  the  drama  among  the  characters. 

Dutch  painters  of  the  same  subjects  as  those  used  on  the  stage  were  in 
fact  divided  between  those  emulating  Italian  painterly  methods,  consonant 
with  a  courtly  interest  in  idealizing  spectacle,  and  those  showing  how  such 
scenes  might  actually  look  if  real  people  dressed  up  and  acted  them  out  in  a 
naturalistic  style.  The  acting  in  such  paintings  as  Rembrandt's  Joseph  Ac- 
cused by  Potiphars  Wife,  for  example,  is  like  film  acting,  dependent  on  the 
effective  revelation  of  personal  character  rather  than  on  skilled  projection 
by  a  performer.  And  in  much  Dutch  history-painting,  just  as  in  film,  per- 
sonal quality  creates  the  dramatic  impact,  not  theatrical  groupings,  ges- 
tures, or  exaggerated  facial  expressions.  The  bed  in  this  scene  is  another 
cinematic  touch,  placed  and  lighted  to  stand  plainly  for  sex,  while  the 
actors  continue  to  equivocate  and  maneuver  (6.3). 

Aert  de  Gelder's  Way  to  Golgotha  intensifies  the  same  movie-vision  of 
sacred  scenes  first  realized  by  Bruegel,  and  for  one  of  the  same  subjects 
(6.4).  We  are  watching  Christ  come  up  toward  us  over  the  brow  of  a  hill  with 
his  burden;  but  the  visual  material  that  fills  the  frame  consists  of  the  cos- 
tumed watchers  and  marchers  and  the  panoramic  setting,  as  in  the  movie  of 
Ben  Hur.  Intense  pathos  is  foreshadowed,  not  directly  dwelt  on.  The  psy- 
chological conditions  for  responding  to  it  are  being  prepared  instead  of  as- 
sumed. By  the  time  the  distant  bowed  figure  reaches  us,  we  will  be  ready  to 
shed  tears,  because  we  are  now  being  made  to  consider  the  long  stony  path 
he  has  trod  from  the  stern  city  gates,  the  milling  crowd  of  soldiers  jostling 
him  as  they  scramble  up  the  rocks,  the  curious  onlookers,  and  the  indiffer- 
ent placard-bearer,  whose  attention  is  so  easily  distracted  by  a  disturbance 
off-screen.  Faces  are  turned  away,  not  only  from  Christ's  progress  but 
from  us,  to  emphasize  the  total  lack  of  anyone's  personal  concern  in  this 
drama.  A  point  is  made  of  its  slow,  increasing  desolation  as  the  scene 
moves  out  of  Jerusalem  to  the  bleak  hillside.  No  angelic  hope  hovers  in  the 
busy  cloudy  sky;  town  and  countryside  are  alike  forbidding.  Christ  sinks 
under  it  all,  almost  out  of  our  sight  as  heaven,  nature,  and  man  desert  him, 
and  the  camera  centers  on  the  outline  of  the  grim  and  distant  city  wall. 

On  a  more  intimate  scale,  The  Dance  of  Salome  by  Jacob  Hogers  takes  a 
cinematic  view  of  a  much-theatricalized  Biblical  scene  (6.5).  In  the  center 
of  the  painting,  the  huge  drapery  frames  only  a  nameless  courtier,  who 
turns  to  look  at  the  dance:  the  whole  view  is  in  the  process  of  shifting  away 
from  a  conventional  tableau  of  the  king  and  queen  at  table,  with  the  drap- 
ery on  the  left.  The  camera  has  backed  up  and  moved  to  the  right,  so  as  to 
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include  the  floor  on  which  the  dance  begins,  and  has  begun  focusing  on  the 
young  princess  bouncing  toward  us  from  the  left.  Soon  the  view  will  shift 
farther  around,  and  we  will  have  Salome  in  the  center — the  opposing  tab- 
leau, seen  between  the  two  royal  heads,  this  time  with  the  drapery  on  the 
right. 

Now  Salome's  stiff  naked  leg  with  its  sandaled  foot  kicks  out,  like  an 
awkwardly  applied  Classical  allusion,  and  also  like  an  indecent  display  on 
the  part  of  a  child.  It  seizes  the  eye — ours  and  everyone's — because  female 
legs  are  rarely  seen  in  this  heavily  clad  milieu.  Ladies  bare  only  the  bosom; 
the  bare  leg  is  for  mythical  beings  or  professionals.  This  stolid  young  girl 
has  been  inveigled  into  exposing  herself  unsuitably,  and  her  dancing  dress 
has  been  designed  to  allow  it;  but  her  wicked  mother,  so  like  her  in  feature, 
is  unperturbed  and  even  eager.  Only  the  bearded  courtier  lifts  an  ineffec- 
tively restraining  hand.  Salome's  own  hands  hang  straight  down:  she  is 
powerless.  But  her  face  is  serene,  and  her  straight  gaze  at  us  affirms  that 
her  own  honor  feels  uncompromised. 

This  young  girl  on  the  extreme  left  and  this  woman  on  the  extreme  right 
are  the  twin  focuses  of  attention,  insisted  on  by  the  lighting,  but  they  are  in 
an  uneasy  equilibrium,  because  the  transitional  arrangement  gives  the 
scene  a  constantly  moving  center.  The  tableau  refuses  to  jell.  The  stiff  leg 
declines  to  make  a  graceful  bend,  which  in  turn  would  make  the  costume 
look  more  beautiful  and  legendary,  instead  of  shocking.  The  widely  sepa- 
rated female  figures  are  almost  falling  out  of  the  frame  and  can  barely  hold 
the  dramatic  tension  together.  But  the  sweep  of  the  drape  does  that,  fur- 
ther suggesting  the  motion  of  eyes  and  feelings,  and  the  swing  of  the  cam- 
era in  its  steady  arc  around  the  central  group.  Eventually  its  eye  will  leave 
the  dancing  Salome  and  move  again  to  the  right,  to  stare  at  the  shining 
charger  over  the  queen's  head. 

The  costumes  and  props  in  this  scene  also  have  the  ad  hoc  look  of  dedi- 
cated college  theater,  where  antique  pomp  is  often  minimally  conveyed  but 
great  emotional  intensity  is  generated  by  the  total  conviction  of  the  cast.  A 
similar  effect  occurs  in  early  historical  films  (Renoir's  Nana,  for  example) 
made  with  modest  concern  for  sumptuously  accurate  period  decor  but  a 
great  deal  for  effective  lighting  and  brilliant  movie  acting. 

A  good  example  of  historical  movie-making  by  a  Dutch  painter  is 
Nicholas  van  Galen's  Judgment  of  Count  William  the  Good  (6.6).  The  scene 
depicted  actually  took  place  in  the  fourteenth  century,  and  so  everyone  is 
wearing  standard  "Ye  Olde"  costumes:  ruffs,  capes,  and  berets  with 
plumes,  an  agglomeration  of  motifs  actually  dating  from  the  sixteenth  cen- 
tury but  which  seem  to  have  registered  as  "medieval"  in  the  1650's,  as  they 
still  do.  This  scene  of  summary  justice  is  offered,  however,  as  a  modern  and 
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perhaps  justified  atrocity,  portrayed  as  if  by  a  quick-witted  photojournal- 
ism The  greedy  bailiff  who  stole  a  peasant's  cow  is  about  to  be  brutally  de- 
capitated by  a  court  sen-ant,  right  before  the  eyes  of  the  reigning  count  and 
a  few  of  his  friends,  without  due  process  or  public  legal  ceremony.  The 
haste  of  this  decisive  action  shows  only  in  the  harsh  lighting  and  uncere- 
monious arrangement  of  the  group. 

The  draped  dais  for  the  seated  count's  throne  is  difficult  to  read  as  such; 
the  casually  grouped  courtiers  are  standing  on  an  undefined  floor;  some 
witnesses'  faces  are  as  dim  as  those  of  the  main  actors — headsman,  culprit, 
and  clerk.  The  star — the  virtuous  count,  the  friend  of  defrauded  peasants 
— leans  to  the  left  almost  out  of  the  picture  as  he  seems  to  speak  sotto  voce 
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to  the  clerk.  The  odd  shapes  taken  by  ordinary  things  show  the  photo- 
graphic mode:  the  wretched  bailiff's  feathered  hat  on  the  step,  the  ungrace- 
ful hanging,  and  the  lances  all  take  their  existence  only  from  the  arbitrary 
fall  of  light,  which  is  no  respecter  of  intrinsic  importance  or  claims  to  ab- 
stract beauty. 

There  is  no  rhetorical  fuss  made  here,  no  half-draped  personifications  of 
justice,  no  wailing  women  or  pious  observers  and  commentators  reacting, 
only  the  impassive  silhouetted  clerk  with  his  record  book,  and  the  bemused 
courtiers  watching  the  thief  meet  his  fate  with  one  efficient  swing  of  the 
sword.  The  satin  and  plumes  look  grotesquely  irrelevant.  The  scene  looks  as 
if  it  could  be  occurring  in  this  century,  and  it  even  resembles  the  famous 
newspaper  photograph  from  World  War  II  showing  a  Japanese  about  to  be- 
head an  American  kneeling  before  an  open  grave. 

The  introspective  expressions  of  the  onlookers  and  the  shadowed  faces 
of  executioner  and  condemned  man  suggest  an  unauthorized  view  of  an  ex- 
pedient political  act,  swiftly  carried  out  away  from  public  scrutiny,  or  a 
scene  from  a  movie  about  secret  violence  in  high  places.  The  thing  will  all 
be  over  in  a  few  seconds,  the  mess  cleaned  up,  the  headsman  paid,  the  event 
quietly  entered  in  the  record;  and  then  the  feathered  hats  will  move  on  out- 
doors to  some  public  function,  with  public  faces  suitably  adjusted.  This 
painting  was  meant  for  and  still  hangs  in  a  public  place,  like  a  fixed  histori- 
cal documentary  film.  It  adorns  the  town  hall  of  Hasselt,  vividly  showing 
how  things  were  done  under  the  enlightened  despots  of  the  political  past.  It 
pays  homage  to  nothing  whatever  of  artistic  or  decorative  grandeur,  only  to 
notions  of  circumstantial  power,  both  visual  and  practical. 

There  is  an  appealing  suggestion  in  these  scenes  that  fancy-dress  re- 
leases behavior  not  possible  for  these  recognizably  ordinary  folks  in  their 
usual  clothes.  The  turbans,  pearls,  and  armor  are  what  allow  Dutch  girls 
and  businessmen,  depicted  as  legendary  persons,  to  enact  scenes  of  rage 
and  jealousy — not  as  theatrical  professionals,  like  the  exhibitionist  per- 
formers in  Caravaggio's  works,  but  as  themselves,  here  simply  inspired  and 
dressed  by  mythic  circumstance.  Film  actors  also  give  this  impression. 
Peter  O'Toole  as  King  Henry  II  or  Lawrence  of  Arabia,  or  Charlton  Heston 
as  any  kind  of  legendary  hero,  is  always  himself,  rising  above  or  sinking 
under  the  force  of  the  story  in  his  own  person,  with  or  against  which  we  can 
identify,  depending  on  the  role.  The  more  the  role  demands  fancy-dress, 
the  more  uninhibited  can  be  the  actor's  action;  but  he  is  the  same  as  we  are, 
only  licensed  by  costume  to  take  extreme  paths. 

The  painter's  aim  of  personalizing  the  great  Biblical  legends  reflected  a 
general  seventeenth-century  impulse  to  de-iconicize  religious  art,  to  lift  the 
curse  of  idolatry  from  holy  representations  and  insist  only  on  the  personal 
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meanings  of  sacred  events,  to  be  personally  applied  in  modern  life. 
Typological  and  emblematic  religions  scenes,  with  many  attendant  figures 
and  many  layers  of  meaning,  gave  way  to  dramatically  conceived  moments 
of  confrontation  and  sudden  inner  change.  In  tolerant  Holland  the  simulta- 
neous presence  of  Catholic  influence  among  Protestant  and  Jewish  patron- 
age allowed  an  especially  broad  scope  for  religious  subject  matter. 
Similarly,  the  presence  of  humanistically  educated  patrons  permitted  an 
admixture  of  Classical  themes,  now  also  treated  with  dramatic  personal 
simplicity,  instead  of  with  the  elaborate  court-masque-like  staginess  of  the 
sixteenth  century. 

The  Mannerist  style  of  history  painting,  founded  on  Renaissance  models 
and  represented  in  Holland  by  Bloemaert,  Wttewael,  and  Cornelis  van 
Haarlem,  following  the  example  of  the  Flemish  artist  Spranger,  had  pro- 
duced works  filled  with  vigorously  twisting  or  swirling  figures.  It  had  nev- 
ertheless held  these  artists  to  the  old  emblematic  method  of  showing 
everything  pertinent  present  at  once.  In  such  a  scheme  no  action,  however 
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turbulent,  can  escape  the  frame  and  involve  the  viewer.  Moreover,  no  really 
significant  movement  seems  able  to  occur  amid  the  competing  eddies  of 
motion — there  is  no  room  for  an  emotional  center,  although  there  may  be  a 
central  set-piece  (6.7).  Each  dancer  or  set  of  dancers  in  the  masque  d?- 
mands  equal  star  billing,  and  the  eye  is  invited  to  find  the  right  references 
and  allusions,  which  are  rhythmically  distributed  over  the  whole  stage  at 
once.  The  subject  must  be  gradually  deciphered,  and  so  the  viewer  is  flat- 
tered in  his  educated  sensibilities.  The  unifying  harmony  of  the  scene  is 
conveyed  in  the  exciting  style  of  the  dance,  shown  in  the  same  eroticized 
torsion  of  the  figures  and  their  identically  suggestive  semi-nude  limbs  and 
made-up  faces,  not  by  any  primary  emotional  meaning  in  the  event.  From 
that,  artistic  distance  is  carefully  kept. 

All  over  Europe  this  program  was  later  altered,  the  stage  extras  ban- 
ished, the  lighting  employed  only  for  central  emotional  emphasis,  motion 
economized,  and  characters  individualized.  Some  results  were  even  more 
intensely  theatrical,  such  as  those  of  Caravaggio,  as  we  have  seen;  but  other 
and  mostly  Dutch  painters  took  the  opportunity  to  reconceive  the  whole  vi- 
sual domain  in  these  new  terms,  not  just  the  acting  space.  Rembrandt,  Ver- 
meer,  and  Velazquez  did  this  with  unprecedented  genius,  but  the  Dutch 
painters  I  have  been  discussing  found  a  cinematic  way  of  framing  and  di- 
recting the  action  in  the  picture,  whether  they  worked  with  genre  material 
or  holy  legends.  The  visible  action  is  of  the  same  kind,  however  different 
the  theme:  it  shows  the  unfolding  of  an  event  in  psychological  terms,  a  set 
of  personal  situations  simultaneously  developing  that  must  engage  the 
viewer  on  the  same  terms.  The  larger  world  is  always  present — the  world 
that  may  encroach  or  distract  or  claim  a  character  altogether,  or  form  the 
subject  of  a  new  frame  an  instant  later.  Persons  and  objects  and  surround- 
ings lurk  unseen  off  every  edge,  proposing  possible  shifts  of  meaning  and 
new  combinations  of  fact  or  of  personnel. 

Bodies,  faces,  and  material  objects  may  themselves  be  quite  "inexpres- 
sive" by  stage  standards,  or  crude  because  of  the  requirements  of  the  story; 
but  they  are  not  removed  from  us  by  painterly  stylization  or  autonomous 
pictorial  decorum,  however  seductive  or  pleasing.  The  earlier  need  for 
beautifully  orchestrated  movement  came  from  the  Renaissance  sense  of  the 
microcosm,  the  artistic  imperative  to  keep  the  entire  concept  bound  by  the 
four  sides.  Conversely,  incompleteness  marks  the  Dutch  works — the  need 
to  be  supplied  from  all  sides,  and  not  least  from  ours. 

Genre  scenes  and  history  painting  were  deliberately  linked  in  the  work 
of  Vermeer,  for  example,  who  put  pertinent  history  paintings  on  the  walls 
of  his  bourgeois  characters'  rooms.  These  are  like  the  scenes  in  modern  film 
melodramas  that  take  place  in  a  movie  theater  with  a  film  going  on,  or  in 
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living  rooms  with  the  television  on  as  a  background,  ironic  or  not,  for 
present  events.  The  Vernieer  pictures  almost  never  show  an  innocuous  still- 
life  or  a  dim  portrait — it  is  usually  a  legendary  scene,  a  map  or  a  mirror,  or 
possibly  a  landscape — the  television  shows  of  the  time,  showing  the  same 
world  in  a  different  representational  convention,  rendered  as  a  commen- 
tary, a  warning,  or  a  joke. 

Other,  less  subtle  painters  did  the  same.  Eglon  van  der  Neer's  sober  cou- 
ple in  Boston's  Museum  of  Fine  Arts  sit  beneath  a  lush  and  life-size  Venus 
and  Cupid,  installed  over  their  fireplace  (6.8).  Their  walls,  floor,  and  tables 
are  much  more  sumptuously  clad  than  they  are,  in  their  black  garments 
with  constricted  shoulders  set  off  by  stiff  white  linen.  The  big  naked  figure 
directly  over  their  heads  is  like  a  cartoon  balloon  of  their  inmost  thoughts; 
and  its  function  is  to  show  that  such  genre  scenes  and  such  history  paint- 
ings have  the  common  motif  of  individual  inner  reality.  In  the  large,  airy 
salon,  this  Venus  is  thinking  of  them,  even  as  they  think  of  her;  she  looks  at 
Cupid  and  broods  about  sex  and  children,  and  settles  with  comfortable 
nude  ease  into  her  frame  over  the  mantel,  taking  happy  responsibility 
for  the  realm  of  pleasure  that  this  pair  prefers  to  project  onto  their 
surroundings. 

This  kind  of  submerged  emotional  situation  conveyed  by  an  ordinary 
surface  image  is  a  basic  element  of  narrative  film  art.  Settings  and  clothing 
have  significant  emotional  charge,  rather  than  detachable  symbolic  mean- 
ings, and  they  are  always  specific.  The  complete  visual  effect  is  effortlessly 
naturalistic,  with  no  visible  forcing  of  meaning.  The  emotional  meaning  is 
discharged  a  little  below  the  optical  surface,  where  only  casual  appear- 
ances are  deployed,  just  as  in  actual  life.  Much  is  offered  for  psychological 
apprehension,  while  straightforward  matter  is  set  forth  quite  plainly.  Liter- 
alness  and  psychic  complexity  coexist. 

Interiority,  the  private  application  of  all  general  mysteries,  is  obviously 
emphasized  by  showing  such  an  arrangement  inside  an  urban  room.  Town 
life  means  living  privately  indoors,  with  a  provisional  relation  to  the  out- 
doors and  to  other  lives.  Urban  interiors  in  Dutch  paintings  are  made  to 
seem  like  inward  states  furnished  with  containers  and  conduits  of  private 
feeling.  And  so  legends  and  landscapes  are  offered  by  town-dwelling 
painters  to  town-dwelling  patrons  as  pertinent  expansions  of  such  inter- 
iors, alternative  fictional  vistas  of  the  same  private  psychic  landscape. 
When  the  two  are  shown  together  and  inside  one  another,  the  outward- 
turning  but  inward-looking  ideal  is  just  as  noticeable  as  when  larger  worlds 
are  suggested  through  windows.  Movement  between  them  is  implied  in  the 
same  way,  an  interaction  through  the  door  frame  or  the  mirror  frame,  the 
window  or  the  picture. 
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Vermeer's  great  View  of  Delft  shows  a  whole  city  subjectively,  like  an 
inner  landscape  or  a  room.  In  this  panorama,  light  and  spatial  arrangement 
are  disposed  with  that  same  intensive  particular  view  insisted  on  for 
small  indoor  scenes.  The  whole  city  is  one  room,  or  one  mind,  examining 
itself  (6.9). 

Another  painter  of  towns,  Emanuel  de  Witte,  one  of  whose  domestic 
interiors  we  examined  earlier,  made  similarly  atmospheric  portraits  of  the 
insides  of  churches  and  of  townscapes  that  combine  genre  and  architec- 
tural elements.  The  idea  that  vision  mirrors  psychological  motion  appears 
strongly  in  these  outdoor  shots,  where  people  are  seen  in  momentary  close- 
up  as  they  move  along  a  crowded  square  shopping  at  vendors'  stalls.  The 
sense  of  significant  passage  is  keen,  a  passage  of  glances  and  responses  ac- 
companying the  passage  along  a  street,  set  off  by  a  passing  view  of  an 
active,  neutral  urban  milieu. 
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6.10   EMANUEL  DE  WITTE,  A  Market  in  a  Port 


The  view  of  the  people  in  A  Market  in  a  Port  shows  them  from  the  knees 
up,  in  a  standardly  cinematic  relation  to  their  frame  (6.10).  We  see  them  as 
if  we  were  another  customer  at  the  fish  stall,  or  else  a  camera  moving  in  on 
them  from  a  more  emcompassing  view — an  establishing  shot  of  the  harbor 
a  moment  before — to  focus  the  flavor  of  the  general  scene  on  the  small  in- 
terchange among  these  three.  The  white-bearded  man  stares  at 
the  woman's  face,  invisible  in  its  hood;  the  fish  seller  looks  at  him  across 
the  shiny  fish  lying  in  her  open  hand.  Are  the  two  customers  strangers? 
married?  father  and  daughter?  clandestine  lovers?  We  must  keep  watching. 

At  any  moment  the  camera  may  move  on  past  them  and  concentrate  on 
the  two  men  we  can  see  conversing  just  beyond;  but  just  now  the  gray- 
beard's  hand  seems  to  rest  on  his  heart:  this  is  a  tense  if  fleeting  exchange. 
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The  whole  painting  is  a  frame  from  a  larger  story,  a  film  of  urban  life  in 
which  these  fish  and  that  tower  and  the  light  on  the  figures  of  passersby 
play  parts  as  dramatic  as  the  actors'.  This  woman  shows  neither  her  face 
nor  her  hands,  just  like  l)e  Witte's  other  lady  at  the  keyboard;  but  the  con- 
tents of  her  mind  are  made  similarly  noticeable  through  the  back  of  her 
head,  while  we  watch  all  the  other  hands,  the  other  faces,  and  the  open- 
mouthed  fish  address  her.  The  whole  harbor  is  engaged  in  the  confronta- 
tion with  this  lady  at  this  moment.  And  so  the  whole  city  is  now  the 
chamber,  the  visualization  of  the  inner  self;  and  yet  nothing  is  really  hap- 
pening. Once  again  it  is  only  the  moving  areas  of  light  on  transitory  things 
(the  shadow  of  the  pail  on  the  velvet  skirt)  and  the  unfinished  relation  of 
these  quiet  bright  figures  to  each  other  and  to  their  ground  that  create  the 
sense  of  crucial  private  incident  in  process. 

The  more  distantly  focused  city  views  of  Berckheyde  have  a  similar  cine- 
matic glitter  that  keeps  a  neutral  flavor  from  predominating.  The  subjec- 
tive look  given  to  Delft  by  Vermeer  from  his  contemplative  viewpoint  across 
the  water  is  here  given  to  Haarlem  in  quite  another  style  (6.11).  We  are 
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again  moving  across  the  square,  expecting  a  movielike  encounter.  The  city 
itself  is  a  matrix  for  unnameable  personal  drama;  its  image  is  like  the  in- 
side of  our  head.  Whatever  happens  to  us  will  find  a  reflection  in  its  physi- 
cal features.  By  contrast,  the  topographical  painter  Van  der  Heyden  keeps 
the  view  a  backdrop,  and  the  flavor  picturesque.  We  admire  but  we  are  not 
inexplicably  drawn,  as  we  are  by  Berckheyde's  shadows  and  De  Witte's 
actors,  or  unaccountably  moved,  as  we  are  by  Vermeer's  Delft. 

The  theme  of  emotionally  charged  architecture  was  transmitted  to  later 
epochs  through  the  topographical  tradition  in  other  countries;  but  it  was 
begun  by  these  Dutch  artists,  who  could  make  the  look  of  a  detached  per- 
spectival  rendering  seem  to  embody  a  personal  condition.  It  was  often  most 
effectively  done,  as  in  De  Hooch,  by  inventing  the  scene  so  that  it  looked 
absolutely  real  but  was  in  fact  a  composite  or  a  fantasy.  And  like  the  best 
cinematic  fantasy,  it  has  the  absolute  authority  of  detail  and  atmosphere 
one  sees  in  dreams. 

The  other  kind  of  staged,  or  conscious,  architectural  fantasy  was  a  com- 
mon enough  theme  in  painting,  including  Dutch  painting;  but  the  satisfac- 
tion it  gave  was  usually  that  of  acknowledged  artifice.  Certain  stagelike 
kinds  of  movie  have  used  the  same  device:  Hollywood  versions  of  ancient 
Rome,  like  Cleopatra,  for  example,  have  been  given  that  same  thrilling  look 
of  deliberately  extreme  invention.  But  De  Witte's  church,  home,  or  exterior 
settings  have  a  total  authority  that  comes  from  very  selective,  sensitive 
editing.  They  are  like  Harry  Horner's  sets  for  William  Wyler's  1949  film 
The  Heiress,  in  which  an  impossibly  arranged  and  proportioned  New  York 
townhouse  was  built  and  photographed  to  produce  a  completely  authentic 
one  for  the  eye  and  the  mind.  This  effect  was  not  accomplished  by  the  use 
of  expressive  distortion,  but  rather  of  cunning  placement  and  lighting,  so 
that  the  house  was  more,  and  not  less,  plausible  for  being  a  fiction,  just  like 
certain  of  De  Witte's  sets.  He  naturally  did  real  ones,  too.  Like  any  great 
production-designer,  he  could  both  record  and  create  facts. 

In  Dutch  art,  even  in  all  Northern  art  since  the  fifteenth  century,  as  well 
as  in  movies,  the  aim  is  not  to  be  purely  "documentary,"  but  to  use  perfect 
realism  specifically  in  order  to  create  the  perfect  fantasy  space:  only  there 
will  inner  dispositions — to  religious  awe,  to  fear  and  love,  to  embarrass- 
ment, amusement,  and  sexual  excitement — unfold  and  breathe  and  come  to 
life  as  outward  and  visible  situations. 

ALPERS  ,  Sutton,  and  others  have  pointed  out  that  few  if  any  prepar- 
atory drawings  were  made  for  Dutch  paintings,  no  careful  studies  for  their 
separate  parts,  wherein  the  artist  could  watch  himself  fashioning  the  pic- 
ture into  its  perfect  state,  controlling  and  conceiving  it  at  every  stage.  The 
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Dutch  works  were  apparently  wrought  directly  onto  the  painting  surface, 
just  like  the  quick  sketches  these  artists  also  made.  These  sketches  are 
often  more  like  distinct  and  separate  whole  versions  of  the  paintings,  not 
studies.  Only  later,  after  they  were  finished,  were  paintings  engraved  and 
expatiated  upon  in  graphic  form,  often  with  titles  and  captions  added. 
Originally,  however,  they  were  immediate  visions  spontaneously  realized. 

Paintings  were  made  in  enormous  numbers  in  the  Netherlands  at  this  pe- 
riod. It  was  an  industry  like  film,  unsupported  by  academic  institutions  or 
traditional  theories  about  canonical  practice,  but  instead  done  by  artists 
profiting  from  one  another's  practical  example,  borrowing  each  other's 
themes  and  effects,  and  collaborating  without  needing  justification  from 
theoretical  sources  or  ancient  prototypes.  Like  movie-makers,  these  artists 
served  a  market  and  worked  quickly  along  lines  that  had  proved  successful. 
As  with  movies,  much  bad  stuff  was  produced. 

But  most  Dutch  seventeenth-century  history  painting  and  much  genre 
painting  in  fact  had  their  sources  in  the  cumulative  storehouse  of  graphic 
art.  The  print  media  had  great  scope  in  Holland,  where  both  Catholic  and 
Protestant  texts  were  published  during  the  earlier  decades  of  religious 
strife.  Printed  pictures  shared  in  the  increasing  power  of  printed  material 
all  over  Europe.  Consequently  the  many  Dutch  scenes  of  household  life  did 
not  mind  showing  their  debt  to  Dutch  printed  illustrations  from  preceding 
generations,  especially  the  ones  by  Van  de  Venue  for  Jacob  Cats'  rhymed 
homily  called  Houwelyck,  or  Marriage,  which  was  a  best-seller  in  its  time. 
The  connection  between  such  popular  pictures  and  seriously  thought-out 
paintings  like  Vermeer's  was  easy  to  make  in  the  Netherlands,  where  pic- 
ture-making had  no  serious  philosophical  pretensions  but  plenty  of  moral 
and  psychological  freight,  just  as  film  had  in  the  early  days  of  its  success. 

The  refined  artistic  goals  that  Vermeer  and  De  Hooch  set  for  themselves 
were  their  own  business,  and  no  doubt  keenly  interesting  to  other  artists; 
but  they  seem  to  have  been  detached  from  the  public  prestige  of  any  artist 
himself.  The  role  of  the  painter  was  elevated,  but  not  abstract  and  concep- 
tual in  the  modern  mode.  One  sign  of  this  was  the  vast  range  of  both  style 
and  quality  in  the  work  of  many  individual  Dutch  artists,  whose  creative 
pride  was  not  apparently  bound  up  in  being  poets  and  thinkers,  who  might 
offer  self-referential  messages  about  pictorial  language,  as  poets  did  about 
language  itself.  It  has  been  suggested  that  they  were  perhaps  more  like 
anatomists  and  geographers,  natural  philosophers  of  the  eye.  But  painters 
were  also  like  plain  graphic  illustrators  supplying  an  eager,  developing 
market  for  visual  art.  Like  illustrators  at  any  epoch,  they  were  respected 
for  superior  skill  and  effectiveness  and  not  for  dedication  to  artistic  princi- 
ples that  set  them  apart  from  their  customers. 


Copyrighlod  material 


1  78 


MOVING  PICTURES 


The  great  similarity  of  theme  in  so  much  secular  Dutch  art  itself  sug- 
gests the  pressure  of  such  a  market,  as  does  the  thematic  similarity  in  the 
hundreds  of  movies  made  before  television,  and  in  television  dramas  ever 
since.  The  somewhat  strict  classification  of  Dutch  themes  suggests  the 
same  thing:  still-life,  seascape,  winter  scene,  domestic  interior,  Bible  story, 
all  fulfilling  expectations  the  way  Western,  war  film,  romantic  comedy, 
caper  movie,  and  historical  spectacular  do.  High  standards  were  developed 
and  serious  artists  were  not  unappreciated;  but  no  sharp  conceptual  divi- 
sion needed  to  exist  between  the  creative  aims  of  the  painter  and  an  effort 
to  please  the  picture-loving  public.  Graphic  artists  past  and  present  were 
perceived  to  share  in  those  same  aims.  Producing  pictures  meant  satisfying 
certain  popular  requirements  founded  on  all  the  earlier  pictures  that  had 
reached  a  profitable  market.  Breaking  artistic  ground  could  be  accom- 
plished discreetly  or  indiscreetly  within  those  limits. 

But  printmaking  was  now  an  even  bigger  business,  a  collective  enter- 
prise organized  to  produce  a  commodity.  As  in  the  modern  graphic  modes, 
including  film,  different  kinds  of  printed  product  were  aimed  at  different 
consumers,  and  prices  and  quality  varied  enormously.  Certain  painters' 
works  were  reproduced,  but  by  no  means  all,  and  many  reproductions 
badly  debased  the  pictures  even  while  they  spread  the  artist's  fame.  Such 
reproductive  prints  were  often  crude  workshop  artifacts,  not  sensitive  ar- 
tistic renderings;  and  they  helped  to  create  the  uneasy  and  still-unresolved 
relation  between  refined  graphic  art  and  cheap  commercial  printing — a  re- 
lation that  has  always  been  complicated  by  the  simultaneous  existence  of 
bad  or  boring  artistic  graphics  and  very  good  commercial  art. 

Printmaking  was  officially  done  by  artisans,  and  picture  painting  by  art- 
ists. But  there  had  always  been  great  printmaking  painters,  especially  in 
Northern  Europe,  and  very  sophisticated  reproductive  engravers.  In  the 
seventeenth  century,  however,  the  expanding  print-market  caused  the 
graphics  business  to  fragment  further.  Print  selling  became  an  enterprise 
separate  from  those  of  artists,  craftsmen,  and  printers,  and  print  collecting 
itself  became  a  new  kind  of  prestigious  and  cultivated  custom.  A  separation 
was  thus  forced  between  the  excellence  of  a  print's  design  and  that  of  its 
execution — a  bad  or  silly  picture  could  make  a  rare  and  costly  print,  and 
an  exquisite  major  painting  could  be  crudely  engraved  and  cheaply  sold,  as 
if  it  were  on  a  par  with  a  topical  caricature. 

The  same  workshop  might  do  occasional  and  topographical  prints 
recording  the  looks  of  events  and  places  for  posterity,  as  well  as  suave  and 
expensive  reproductive  engravings  or  debased  stereotypical  reproductions 
and  political  prints — and  there  would  be  no  distinction  made  among  these 
kinds  of  art  object.  Serious  painters  obviously  needed  to  control  the  repro- 
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duction  of  their  own  works  in  such  a  climate;  and  their  impulse  to  do  inde- 
pendent graphic  work  of  their  own  was,  moreover,  encouraged  by  the 
general  increase  in  demand. 

Rembrandt  and  Rubens  both  organized  their  own  printmaking  and 
picture-reproduction  workshops.  Rembrandt's  paintings,  with  their  many 
daring  innovations  applied  to  standard  subjects,  sometimes  provoked  hos- 
tile or  ambivalent  reactions;  but  his  prints  succeeded  very  well  in  the  new 
print-collecting  trend  that  had  affected  artistic  patronage.  Prints  actually 
made  by  known  artists  themselves,  not  by  professional  print-shops,  had  the 
special  prestige  of  both  rarity  and  excellence.  Rembrandt  not  only  repro- 
duced his  paintings  but  translated  his  sketches  into  etchings,  thus  making 
acceptable  salable  art  out  of  them,  too.  And  so  he  put  them  into  circulation 
on  his  own  terms,  and  into  the  general  stream  of  visual  consciousness — the 
new  graphic  world,  where  his  paintings  themselves  could  then  penetrate 
even  more  effectively. 

This  desire,  to  make  a  potent  new  art  that  would  quickly  engage  the 
viewer  simply  by  dramatically  enhancing  the  familiar  medium  of  black- 
and-white  printed  pictures,  is  a  cinematographic  impulse.  It  suggests  the 
wish  to  concentrate  on  emotional  change,  to  persuade,  to  exert  power  di- 
rectly over  the  mind  through  the  eye,  as  Hitchcock  says  he  was  so  proud  of 
doing  in  Psycho  by  using  the  effects  of  "pure  film."  It  demonstrates  the 
force  of  art  in  life,  which  is  very  different  from  expounding  its  meaning. 
The  appeal  and  the  assertion  are  emotional,  psychological,  and  imagina- 
tive, not  ideological,  even  in  the  pious  mode.  Such  works  need  not  muster 
feeling  in  any  special  political  or  religious  cause;  their  business  is  to  show 
how  easily  specific  and  specifically  rendered  visions  may  govern  the  imagi- 
nation, and  illustrate  the  soul's  inner  story. 

In  the  different  states  of  The  Entombment,  for  example,  we  can  watch 
Rembrandt  changing  the  lighting  and  playing  with  the  mood  and  texture  of 
the  same  scene,  recasting  it  again  and  again,  as  if  recording  on  film  the 
emotional  effect  of  deepening  shadow  and  ebbing  light  (6.12,  6.13).  Such 
unique  dramatic  scenes  that  Rembrandt  invented  could  be  published  as 
prints  in  succeeding  generations,  and  through  their  powerful  use  of  chiaro- 
scuro and  characterization,  they  could  make  a  direct  claim  on  public  atten- 
tion, and  so  foster  a  new  visual  and  emotional  understanding  of  all  graphic 
possibilities — as  great  movies  have  done  for  us.  Meanwhile  the  large  body 
of  other  prints  gave  compositional  arrangements,  topical  material,  ideas 
for  costume,  setting,  and  gesture  to  artists  less  privately  ambitious  who  were 
eager  to  sell  and  succeed.  New  reproductions  of  old  paintings  did  the  same. 

The  black-and-white  printed  world  thus  came  to  hold  visual  art  in  solu- 
tion, not  just  in  the  North  but  all  over  Europe.  The  sense  of  graphic  reality 
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was  enlarged  by  a  new  general  understanding  of  graphic  poetry.  Mindful  of 
Dtirer  and  Holbein,  Rembrandt  and  Rubens  were  acutely  of  their  own  time 
in  seizing  personally  on  the  graphic  medium  to  ensure  their  personal  artis- 
tic power — this  ensured  their  immortality  far  more  efficiently  than  their 
paintings  alone  could  have  done.  Rembrandt's  idiosyncratic  narrative 
methods  made  him  internationally  famous  because  his  prints,  not  his  paint- 
ings, could  go  everywhere,  including  into  the  incalculable  artistic  future. 

Light  and  shade,  the  essential  components  of  photographic  and  cinema- 
tographic art,  were  first  given  their  true  freedom  by  Rembrandt,  their  de- 
cisive enlargement  into  the  imaginative  world.  Moving-camera  poetry  was 
made  possible  for  future  generations  by  him.  He  could  not  have  done  it 
without  the  support  of  all  the  other  enterprising  printmakers  of  the  seven- 
teenth century,  partly  because  so  much  artistic  accomplishment  was  mort- 
gaged to  printmaking;  and  the  future  would  judge  works  of  art  by  whatever 
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fi.  1 3    REMBRANDT  VAN   RUN,    The  Entombment. 
Etching,  fourth  state 


the  standards  of  graphic  translation  allowed  it  to  perceive  of  them.  But  it 
was  Rembrandt  who  single-handedly  raised  the  stakes,  and  set  the  stan- 
dard the  camera  would  have  to  meet. 

Rubens  ran  a  large  operation,  training  engravers  to  produce  hundreds  of 
reproductions  of  his  works.  Many  of  these  were  never  touched  by  the  mas- 
ter himself,  but  all  carried  his  authoritative  solutions  to  artistic  problems 
into  the  studios  of  countless  artists.  Rubens  was  nevertheless  not  a  specifi- 
cally graphic  visionary  like  Rembrandt,  who  kept  restlessly  and  recklessly 
combining  and  inventing  techniques  to  achieve  the  desired  effect,  unmind- 
ful of  a  future  life  for  the  plate  or  immediate  commercial  success  for 
the  print.  Rembrandt  also  owned  hundreds  of  prints  himself,  and  kept 
reworking  the  work  of  others  in  past  graphic  history.  Some  of  his  trans- 
lations might  well  come  under  the  heading  of  cinematization,  within  the 
graphic  tradition  itself.  His  Holy  Family  with  a  Cat,  for  example,  is  found- 


18'2 


MOVING  PICTURES 


Landscape;  Prints;  Rembrandt 


183 


ed  on  Mantegna's  Virgin  of  Humility  in  such  a  way  that,  in  A.  Hyatt 
Mayor's  words,  "the  upward  look  that  Mantegna  uses  to  awe  .  .  .  here 
turns  into  the  small  child's,  familiarity  with  the  undersides  of  chairs 
and  tables.  Far  from  copying  Mantegna's  image,  Rembrandt  developed 
unsuspected  implications  in  its  canonized  theme"  (6.14,  6.1i3).  The 
implications  are  in  the  emotional  capacities  of  the  graphic  medium  itself, 
not  in  the  Virgin  herself — how  biting,  inking,  and  printing  from  a  plate  can 
be  used  to  escalate  the  immediate,  personal  properties  of  the  hieratic 
image,  and  make  lis  forget  the  "awesonieness"  either  of  artistic  skill  or  of 
holy  persons. 

Mayor  also  points  out  how  Rembrandt  gradually  intensifies  and  cinema- 
tizes the  old  theme  of  Christ  Presented  to  the  People.  For  the  first  state  of 
his  etching,  he  put  in  his  own  brilliant  row  of  the  conventional  foreground 
spectators  that  everyone  used  to  put  in;  but  then  he  decided  to  eliminate 
them  entirely  for  the  seventh  and  last  state,  substituting  dark  arches  that 
open  into  the  depths  of  the  prison  (6.16).  "He  suddenly  puts  opera  glasses 
to  our  eyes,  pulling  us  into  the  void  over  the  twin  prison  inlets  to  set  us  face 
to  face  with  Christ  and  Pilate.  We  now  live  inside  the  vision,  oblivious  to 
the  calculations  that  went  into  its  making,  oblivious  to  the  twenty  years 
needed  to  get  to  the  bottom  of  two  hundred  or  three  hundred  words  of  re- 
porting, oblivious  even  to  the  paper  and  the  ink."  The  truly  cinematic 
artist  seems  to  vanish  entirely,  leaving  us  confronting  the  scene  without 
help. 

Rembrandt  seems  to  have  felt  no  sharp  divide  between  painting  and 
graphic  art  and,  indeed,  to  have  been  convinced  that  both  were  "graphic" 
in  my  larger  sense,  as  Elsheimer  seems  also  to  have  felt.  Rembrandt  used 
paintings  as  if  they  were  super-etchings  enabling  him  to  expand  his  graphic 
imagination.  His  combined  painterly  and  graphic  effort  suggests  that  he 
never  invested  in  paint  for  itself,  like  Rubens,  or  in  inked  lines  for  them- 
selves, as  Diirer  did,  but  rather  in  that  audience-involving  kind  of  picture- 
making  that  transcends  the  medium,  and  sometimes  makes  pictures 
unbearable  to  look  at.  The  Descent  from  the  Cross  is  one  of  these,  with  the 
painter's  own  face  shown  pushed  up  against  the  collapsing  body's  cold, 
fleshy  stomach  (6.17).  So  is  The  Blinding  of  Samson,  where  not  just  the  vic- 
tim's fists  and  face  but  his  toes  are  clenched  in  agony,  and  we  have  to  watch 
the  stake  go  deftly  into  the  eye,  the  blood  spurt;  and  our  sickened  fascina- 
tion is  mirrored  in  the  faces  of  the  soldiers  and  servants  and  in  the  hysteri- 
cal Delilah  rushing  out  but  looking  back  (6.18). 

The  Samson  is  a  huge  painting  on  a  deliberately  overwhelming  subject, 
but  the  Descent  is  much  smaller  and  cooler,  and  also  a  standard  subject  in 
any  Passion  series.  Rembrandt's  graphic  eye  holds  these  different  sorts  of 
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6.16    REMBRANDT  VAN  RUN,   Ch rist  Prc.se n ted  to  the  People.  Etching,  seventh  state 
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6.18   REMBRANDT  VAN  RUN,   The  Blinding  of  Samson 


6.19    REMBRANDT  VAN  RUN,  Joseph  and  Poliphar's 

Wife.  Etching 
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picture  to  one  sort  of  narrative  mode,  which  is  also  shared  by  the  tiny  etch- 
ing of  Joseph  and  Potiphar's  Wife — another  standard  theme.  This  intimate 
black-and-white  scene  is  no  less  demanding  and  unbearable  than  the  vast 
Samson  with  its  vivid  hues  and  busy  cast  (6.19).  The  woman's  hunger- 
ing, piglike  body  and  Joseph's  revulsion  have  graphic  claims  equal  to 
those  of  the  Samson  or  the  Deposition — there  is  nothing  more  intense  in 
the  use  of  one  medium  or  the  other,  of  large  or  small  size.  Violent  clash 
or  contact,  bad  moments  of  all  kinds  fit  equally  well  into  small  etchings  or 
large  paintings,  and  into  fast  sketches,  too.  All  are  storyboards,  nothing  is 
fixed. 

In  the  painting  of  The  Raising  of  Lazarus,  made  about  1630,  and  the 
etching  on  the  same  subject  from  about  1632,  we  see  one  scene  from  two 
different  points  of  view,  rendered  in  two  different  media  and  lit  from  op- 
posing directions  (6.20,  6.21).  The  etched  version  is  also  less  than  half  the 
size  of  the  painting,  and  yet  the  grouping  and  the  dramatic  conception  are 
the  same.  It  is  as  if  he  did  two  takes  with  two  cameras  of  the  same  group  of 
actors,  only  changing  the  angle  and  the  light  source.  Which  is  best?  Both 
are  best;  we  can  move  from  one  to  the  other. 

Classicizing  artists  tended  to  save  fluidity  for  sketches,  and  made  mon- 
uments when  they  came  to  paint.  The  result  is  a  world  of  expressive  differ- 
ence between  Guercino's  volatile  drawings,  for  example,  and  his  stately 
paintings.  By  contrast,  those  in  love  with  the  feel  of  media,  like  Rubens,  vis- 
ibly enslaved  them  all  to  the  same  uniform  and  conspicuous  mastery.  But 
Rembrandt's  later  painted  surfaces  are  characterized  by  a  great  variability 
of  texture,  with  thick  impasto  interspersed  among  areas  of  smooth  glaze. 
Paint  itself  is  not  sovereign;  its  integrity  within  the  picture  is  less  compel- 
ling than  its  flexibility  in  serving  the  subject.  The  consistency  of  the  scene, 
not  of  the  medium  or  the  style,  must  be  preserved,  however  grand  or  mod- 
est the  production. 

The  invention  of  mezzotint  in  the  middle  of  the  seventeenth  century  was 
a  significant  step  in  the  advance  of  photo-graphic  expression.  This  new 
tonal  graphic  method  freed  the  reproducing  of  paintings  and  drawings 
from  the  mesh  of  engraved  or  etched  lines  that  had  bound  it  for  so  long  to  a 
"written"  style.  But  since  it  was  dependent  on  scraping  the  ink  off  the 
plate  in  varying  degrees  to  produce  the  modeling,  the  technique  used  no 
precise  lines,  and  it  therefore  turned  out  to  be  too  crude  for  the  most  subtle 
reproduction  of  complex  paintings.  It  served  best  as  a  method  for  repro- 
ducing portraits,  where  the  tonal  gradations  of  faces  and  garments  could 
be  particularly  effective,  and  it  was  most  extensively  used  in  England  in 
the  eighteenth  and  early  nineteenth  centuries,  where  portraiture  was  a  fa- 
vored genre.  Rembrandt  did  not  need  to  use  this  method;  and  his  magical 
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6.21   rembrandt  van  run,  The  Raising  of  Lazarus.  Etching 
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way  with  etching  had  far  more  influence  on  later  and  lesser  artists  in  the 
graphic  tradition. 

But  although  mezzotint  did  not  immediately  become  the  preferred  re- 
productive technique,  nor  an  instantly  important  creative  medium  like 
etching,  it  represented  a  new  desire — some  new  need  for  a  black-and-white 
medium  with  certain  poetical  possibilities  different  from  engraving  or  etch- 
ing, something  with  an  emotional  overtone  beyond  the  reach  of  the  crisp 
methods  used  before.  It  is  not  surprising  that  it  found  its  best  scope  in  Ro- 
mantic times.  Pure  tone,  mobile  and  free  of  line,  could  suggest  what  the 
moving  camera  also  eventually  offered:  an  analogue  to  pure  vision  free  of 
knowledge,  a  leap  from  reading  into  unmediated  seeing. 

Portraits  were  adored  not  only  in  England.  In  France  particularly,  en- 
graving techniques  were  perfected  especially  for  portraiture,  so  that  celeb- 
rities and  grandees  and  beauties  might  all  be  fixed  in  slick  pictures  for  the 
public.  These  were  not  just  reproductions  of  privately  commissioned  paint- 
ings, but  often  done  from  drawings  made  especially  to  be  engraved. 

Van  Dyck  made  his  brilliant  sequence  of  a  hundred  etched  portraits 
early  in  the  century,  and  his  Iconography  set  a  standard  that  later  genera- 
tions had  a  hard  time  matching.  These  portraits  indeed  had  an  earlier  prec- 
edent at  the  dawn  of  the  century  in  the  work  of  Goltzius,  another  Fleming, 
whose  dazzlingly  versatile  graphic  skills  had  made  him  the  most  influential 
North  European  artist  of  his  time  (it  was  his  pupils  who  later  staffed 
Rubens'  workshop).  Among  his  other  amazing  performances,  Goltzius 
made  engraved  portraits  of  a  startling  immediacy  that  was  created  mainly 
by  sharp  chiaroscuro.  Van  Dyck  took  this  style  further,  adding  a  Baroque 
panache  to  the  personal  black-and-white  image  Goltzius  had  propounded. 
Van  Dyck  was  a  sort  of  double  father  of  the  public  portrait,  the  founder  not 
only  of  a  peerless  presentational  style  for  the  painted  images  of  the  great, 
but  also  of  the  perfect  graphic  mode  for  the  same  thing.  He  invented  a  way 
for  distinguished  printed  pictures  of  interesting  people  to  look  that  lasted 
well  into  this  century  and  certainly  influenced  the  camera,  both  moving 
and  still,  in  its  own  further  explorations  of  reproducible  star  imagery. 

It  did  not  happen  immediately.  The  dashing  modern  look  of  his  first 
etched  portraits  did  not  satisfy  so  well  as  the  much  silkier  engraved  ver- 
sions, more  similar  to  the  French  style,  that  were  subsequently  done  from 
them.  But  later  Romantic  taste  caught  up  with  the  sparkling  dramatic  style 
of  his  first  examples.  It  was  in  these  that  Van  Dyck  inaugurated  the 
method  of  defining  the  face  in  great  detail,  and  then  using  an  increasingly 
looser,  sketchier  technique  for  the  clothing  and  hands  and  appurtenances 
as  the  image  approached  the  edges  of  its  frame.  This  dramatic  scheme  fo- 
cuses attention  on  the  face,  just  as  the  eye  or  the  camera  eye  does,  and  sug- 
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gests  that  the  imprecision  of  peripheral  vision  is  most  suitable  for 
everything  else  about  the  person.  Ingres  later  used  this  device  with  exquis- 
ite skill  in  his  finished  portrait  drawings.  The  effect  is  again  one  of  emo- 
tional movement,  from  the  hot  center  to  the  cooler  edges. 

Through  the  seductive  graphic  media  of  the  later  seventeenth  century, 
portraits  entered  common  visual  fantasy  rather  than  staying  put  on  private 
walls.  Portraiture  took  on  the  standardizing  character  that  the  modern 
famous  photographs  of  celebrities  have,  their  way  of  distilling  personal 
looks  so  perfectly  that  forever  afterward  the  person  must  resemble  the  pic- 
ture in  order  to  look  right.  Engraving  extant  portraits  was  a  way  of  repro- 
ducing one  kind  of  work  of  art  among  many;  but  the  Van  Dyck  series 
suggested  a  new  genre,  the  picture  series  of  celebrated  folk,  intended  to 
bring  well-known  personages  to  visual  life  for  everyone's  edification. 

By  the  end  of  the  seventeenth  century,  having  your  portrait  painted  had 
become  an  ordinary  bourgeois  thing  to  do,  besides  being  a  matter  between 
great  kings  and  great  painters;  but  to  have  your  portrait  engraved — a  much 
more  expensive  technical  process — meant  that  a  printmaker  and  a  print 
publisher  were  prepared  to  invest  in  the  sale  of  your  image.  You  were 
usually  an  important  official  or  a  well-known  nobleman  or  some  kind  of  na- 
tional figure,  even  notorious,  whom  the  public  might  be  expected  to  want  to 
have  a  look  at.  Whether  taken  from  a  distinguished  painting  or  not,  such  an 
engraved  view  would  be  rendered  in  the  same  sleek  graphic  language  in 
which  the  journalistic  camera  now  transmits  our  public  figures,  unme- 
diated  by  an  assertive  artistic  vision:  the  "art"  lies  in  the  editorial  talent, 
while  the  "technique"  is  a  technological  given. 

Rembrandt  naturally  demonstrates  his  preoccupations  in  a  very  differ- 
ent kind  of  portraiture.  His  kind  makes  the  picture  of  a  person  seem  like  a 
movie  scene  with  only  one  character  in  it,  rather  than  a  more  captivating 
new  example  in  the  long  portrait  tradition.  The  sequence  of  nearly  a 
hundred  painted  self-portraits  shows  this  quality  in  particular;  and  the 
small  one  in  Boston  showing  the  young  Rembrandt  in  his  studio  makes  this 
point  especially  well  (6.22). 

The  picture's  small  size  draws  the  viewer,  as  it  always  does;  but  the  cu- 
riously angled  composition  draws  him  further  still  into  this  scene  inhabited 
by  both  the  small,  distant  painter  and  his  large,  near  easel,  on  which  it  is 
strongly  suggested  that  the  same  self-portrait  stands.  This  is  a  psychologi- 
cally induced  suggestion — the  size  and  horizontal  frame  of  the  invisible 
painting  make  a  self-portrait  unlikely. 

But  the  intense  bond  created  between  the  man  and  his  canvas  in  this  lit- 
tle composition  relates  it  in  our  minds  to  that  endless  and  also  somehow 
unbearable  procession  of  self-portraits  that  seem  like  Rembrandt's  autobi- 
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6.22    REMBRANDT  VAN  RUN,   Thi Artist  in  His  Studio. 


ography,  full  as  it  is  of  so  many  versions  and  guises  and  settings  for  one 
man's  face.  Each  one  of  those,  large  and  small,  is  like  a  whole  scene.  Some- 
thing is  going  on  inside  the  man's  mind,  inside  the  room,  between  the  man 
and  His  audience,  or  the  man  and  his  conscience,  or  his  memory,  or  his 
sense  of  humor.  Or  his  art.  And  so  this  canvas  must  be  tins  very  painting, 
and  we,  the  world,  are  only  a  great  sheet  of  mutable  reflecting  glass. 

The  third  principal  character  in  this  little  group  is  the  pool  of  light  that 
vibrates  in  the  space  between  the  painter  and  his  easel  like  an  angelic  pres- 
ence. The  painter  stands  back  to  allow  it  room,  his  own  eyes  in  shadow:  the 
painting  holds  up  its  face  to  receive  it.  This  is  not  a  simple  painter's  self- 
portrait  but  a  moment  full  of  sacred  expectation. 

The  door  at  the  right  is  another  character.  Like  all  the  doors  and  beds 
and  telephones  in  movies,  it  is  there  to  suggest  its  possible  use,  before  or 
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even  without  its  being  used.  If  we  are  allowed  to  watch  it  like  this,  that 
means  that  sooner  or  later  it  will  open — or  perhaps  it  has  just  closed,  or  will 
soon  be  knocked  at  or  hastily  bolted  from  the  inside.  At  this  intimate  artis- 
tic moment,  the  door  suggests  interruption.  The  client,  the  apprentice,  the 
wife,  the  maid,  the  dog — something  may  at  any  minute  disturb  this  silent 
colloquy  between  the  artist,  his  light,  and  his  surface:  his  shadowed  eyes 
are  wide  open,  partly  with  apprehension.  Meanwhile  we  are  also  free,  under 
the  bright  gaze  coming  at  us  from  the  back  of  the  room,  to  believe  that  we 
are  simply  the  model  ourselves,  syndics  or  burgesses  locked  in  with  this 
close-knit  triad,  waiting  to  make  a  fourth. 

The  zoom  effect  in  this  painting,  like  the  one  in  Vermeer's  Officer  and 
Laughing  Girl,  is  a  device  for  extending  the  use  of  standard  perspectival 
methods  and  insisting  on  optical  depth.  It  keeps  the  action  from  looking  as 
if  it  were  staged  at  a  fixed  distance,  and  instead  indicates  that  we  must  be 
included  in  it,  by  invoking  the  way  our  eye  would  grasp  it  if  we  were  actu- 
ally present.  Although  this  picture  is  small,  and  even  because  it  is,  we  are 
drawn  first  near  to  it,  then  into  it:  the  picture  plane  seems  to  vanish.  The 
Dutch  peep-boxes  designed  in  the  seventeenth  century  by  Hoogstraten  and 
others  produced  the  same  in-drawing  effect  by  mechanical  means,  for  the 
same  sense  of  exciting  entertainment  that  early  peep-show  movies  offered. 
The  ordinary  world  drops  away;  one  is  rapt  inside  the  tiny  illusion.  It  is  not 
surprising  that  pornography  should  be  shown  this  way.  Cinema  altogether, 
however  large  the  screen,  issues  this  same  personal  invitation  to  each 
viewer,  isolates  him  and  captures  him. 

In  Rembrandt's  famous  portrait  etching  of  Jan  Six  reading  at  a  window, 
made  twenty  years  later  in  another  medium  and  another  city,  we  get  the 
same  sense  of  scene  rather  than  setting,  with  light  as  one  of  the  characters 
(6.23).  The  man's  open  collar  invites  the  incoming  air  and  so  also  seems  to 
invite  the  inward  flow  of  the  daylight  he  is  seeking  by  the  window.  We  can 
see  that  nothing  else  but  light  is  out  there;  indoors  is  where  all  the  thought, 
feeling,  and  action  dwell.  But  unless  light  enters,  the  page  is  unintelligible, 
the  room  is  full  of  nameless  obstacles,  the  relations  among  creatures  are 
reduced  ami  primitive.  The  ease  of  the  man's  attitude  as  lie  stands  enlight- 
ened in  his  window  corner  shows  him  to  be  a  confident  light  seeker,  much  at 
home  with  printed  matter — the  searching  light  finds  another  open  book 
nearby,  the  mere  topmost  of  a  whole  pile. 

But  earlier  moments  in  this  very  same  scene  were  recorded  by  Rem- 
brandt in  a  sketch  full  of  busy  strokes  (b.24).  Here  Jan  Six  is  playing  with 
the  dog,  moving  gradually  back  up  against  the  window  ledge  to  resist  the 
dog's  happy  advances;  and  here  the  sketch  shows  that  light  matters  very 
little — the  encounter  is  swift,  basic,  and  tactile.  Soon,  however,  the  sen-ant 
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6.23    REMBRANDT  van  RUN,  Jan  Sis  Reading.  Etching 


calls  off  the  dog,  the  relieved  Six  settles  more  comfortably  on  his  elbow  and 
picks  up  the  pamphlet.  He  begins  to  concentrate,  and  the  waiting  daylight 
responds  promptly  with  a  knowing  caress.  Under  that  touch  sound  dies, 
steps  and  barks  recede,  attention  turns  inward,  and  the  eye  alone  moves  in 
the  room.  The  one  picture  is  not  a  sketch  for  the  other,  but  another  frame 
from  the  same  episode,  just  like  many  Dutch  drawings  related  to  paintings. 
Moreover,  the  different  moment  from  the  same  event  is  conceived  in  a  dif- 
ferent but  related  medium,  as  if  to  demonstrate  the  mutability  that  is  right 
for  true  visual  narration. 


Landscape;  Prints;  Rembrandt 


1  9  5 


And  so  in  Rembrandt  portraiture  becomes  narration,  just  like  self- 
portraiture,  in  the  cinematic  mode.  In  all  his  various  media  the  theme  is 
irradiated,  mobilized,  and  made  to  share  in  the  fluid  and  suggestive 
atmosphere  of  daily  living  and  inward  change,  or  in  the  hush  of  holy  appari- 
tions, even  when  there  is  nothing  in  the  picture  but  a  face.  Only  Rembrandt 
seems  to  have  created  a  body  of  portraits  with  this  expectant  quality.  The  in- 
dividuals painted  by  Frans  Hals,  for  example,  are  quite  different:  his 
works  are  much  more  like  the  brilliant  portrait  photographs  by  Irving  Penn, 
where  the  look  of  a  single  personal  instant  seems  eternal,  caught  forever 
in  one  miraculous  flash. 


6.24    Rembrandt  van  RUN,  Jan  Six  with  a  Dog. 

Drawing 


7.1    jan  verkolje,  An  El (()<i nt  Couph  in  an  Interior 
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I^^Y  THE  last  quarter  of  the  seventeenth  century,  most  Dutch 
painters  had  moved  away  from  Rembrandt's  unmediated  style  toward  a 
more  suave  and  elegant  tone.  French  esthetic  taste  irradiated  Europe  dur- 
ing the  Sun  King's  reign,  and  even  the  painters  of  Holland  were  not  im- 
mune to  the  impulse,  until  then  lacking  in  the  Netherlands,  toward 
academism  and  the  establishment  of  rules  for  art.  But  the  results  of 
French  influence  among  the  genre  painters  were  quite  haunting  and  ro- 
mantic, even  while  history  painters  like  De  Lairesse  produced  classical  ma- 
chines of  entirely  un-Dutch  sleekness  and  grandeur.  The  cinematic  vision 
so  thoroughly  refined  in  Dutch  art  at  mid-century  was  not  abandoned,  but 
reworked  into  a  glossier  and  more  self-conscious  product. 

We  have  seen  that  De  Hooch's  genre  scenes  in  the  late  1670's  and 
1680's,  after  he  went  to  Amsterdam,  were  often  removed  from  the  lifelike 
domestic  settings  he  had  favored  in  Delft.  He  now  sometimes  made  them 
occur  in  fanciful  palaces,  as  if  purposely  to  reveal  the  kind  of  elegant  ideal- 
ization he  wished  to  describe — a  Hollywood-like  luxury  world,  looking  per- 
fectly real  with  real  shadows  and  highlights,  real  dogs  and  musical 
instruments,  but  only  convincing  because  so  perfectly  fantasized.  And  as 
movies  remind  us,  the  point  about  fantasy  is  the  perfect  details.  The  moody 
lighting  and  equivocal  action  in  the  late  De  Hooch  works  sustain  his  cine- 
matic style  in  their  new  luxurious  milieu,  but  they  acquire  a  new  emotional 
dimension  that  conspicuous  leisure  permits:  physical  self-awareness,  the 
sense  of  playing  a  role  and  making  an  appearance.  For  this,  one  needs 
models. 

Other  painters  seem  to  have  emphasized  this  very  possibility  in  late- 
seventeenth-century  affluent  life  by  referring  to  earlier,  unselfconscious 
ways  of  living.  The  scene,  for  example,  by  Jan  Verkolje  from  1674  called  An 
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Elegant  Couple  in  an  Interior  looks  like  a  Hollywood  film  version  of  a  Ver- 
meer  or  a  Terborch  (7.1).  This  pair  see  themselves  romantically  in  such  old- 
fashioned  terms,  while  at  the  same  time  they  like  to  enjoy  the  new  refine- 
ments of  upper-class  life  that  improved  on  the  older  simplicities.  She  wears 
a  gauzy  veil  around  her  head  and  shoulders,  to  mystify  her  beauty  and 
complicate  her  movements  with  a  feigned  impediment  to  true  perception; 
the  window  has  draped  curtains  for  the  same  purpose,  to  embellish,  roman- 
ticize, and  pretend  to  impede  the  light. 

Just  as  in  Hollywood,  the  figures  of  these  two  are  rendered  especially 
attenuated  and  crisp:  their  hair  is  an  attractively  neatened  version  of  the 
artless  curls  in  earlier  modes.  Fashion  itself,  if  art  may  be  the  witness,  was 
creating  these  very  refinements  in  late-seventeenth-century  dress — short- 
ening the  sleeve,  tightening  the  waist,  editing  the  coiffure  for  both  sexes. 
For  men  the  result  would  soon  be  the  great  periwig  that  was  to  put  so  vivid 
a  stamp  on  all  male  looks  for  more  than  a  hundred  years.  Verkolje's  gentle- 
man, besides  his  newly  neat  leg  and  neat  waist,  has  much  more  beautifully 
articulated  curls  than  any  similar  gallant  in  Terborch's  cast  of  characters. 

Both  puritanical  and  military  modes  are  out.  The  new  fashions  initiated 
at  Versailles  were  having  their  effect  on  everything,  and  details  not  only  of 
dress  but  of  erotic  manners  seem  to  have  been  sharpened  up.  As  the  lady 
picks  up  her  instrument,  she  momentarily  rests  her  knee  on  the  chair — a 
more  indecorous  and  also  more  artful  gesture  for  legs  than  formerly.  Now 
he  actually  takes  her  hand  to  make  her  turn  her  elegant  neck  (how  seduc- 
tively the  veil  moves)  and  overtly  points  to  his  viol,  suggesting  a — er,  duet. 
These  two  are  both  less  sexually  discreet  and  less  naturally  behaved  than 
Terborch's  couples.  They  dispose  their  legs  with  artificial  abandon  and 
part  their  moist  lips  while  they  lift  their  eyebrows  slightly,  studying  one 
another's  style.  As  usual,  the  dog  feels  the  tension  and  questions  the  ac- 
tion, here  perhaps  puzzled  by  the  lack  of  straightforwardness.  In  this  en- 
counter, there  is  not  much  spontaneous  feeling  needing  strict  control;  the 
scene  is  a  studied  exercise  in  amorous  good  form. 

The  indication  of  a  carefully  schooled  leisure  is  the  right  note  to  strike, 
the  flavor  of  court  etiquette  governing  the  discovery  of  love  and  all  subse- 
quent pursuits  of  pleasure,  and  importing  a  modish  whiff  of  rarefied  de- 
pravity. Since  the  painter  uses  the  props  and  setting  and  narrative  form  of 
earlier  and  simpler  Dutch  lovers'  meetings — musical  instruments  fingered 
in  a  lofty  daylit  chamber — we  are  free  to  see  this  as  a  pointed  nostalgic  ref- 
erence, on  the  part  of  both  the  director-painter  and  his  actor-lovers. 

Gotfried  Schalcken  was  another  late-seventeenth-century  genre  painter 
who  liked  to  refer  to  earlier  themes  in  deliberately  romanticized  style,  as  if 
making  a  historical  movie.  In  his  work  the  effeot  is  quite  poignant,  never 
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stagy,  only  heightened,  refined,  and  self-conscious.  In  Schalcken's  small 
paintings,  and  in  the  genre  works  of  Van  der  Werff  before  he  began  to  do 
classical  history-paintings,  the  characters  often  adopt  a  new  kind  of 
amused  and  conscious  smile,  which  is  quite  different  from  Jan  Steen's  sa- 
lacious grins  of  earlier  days,  as  well  as  from  the  straight  and  radiant  smile 
of  Vermeer's  girl.  In  The  Doctor's  Visit,  however,  we  have  tears,  daintily 
dabbed  with  an  apron  (7.2).  Schalcken  was  a  pupil  of  Gerard  Dou,  as  the 
small  format,  delicate  lighting,  and  sweeping  drapery  here  demonstrate, 
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7.2   GOTFRIED  SCHALCKEN,   The  Doctor's  Visit 
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but  much  more  cinematically  inclined.  These  two  figures  look  away  from 
each  other,  the  slender  girl  moving  off  in  distraction,  the  doctor  concen- 
trating on  the  urine  in  the  flask.  He  is  speaking,  gravely  and  ruefully;  she 
clutches  her  bosom,  her  lips  tremble,  and  her  eyes  fill,  for  all  the  world  like 
Lana  Turner  in  a  1940's  woman's  picture,  as  she  discovers  she's  pregnant. 

The  Doctor's  Visit  had  been  a  standard  comic  and  moralizing  theme  for 
Dutch  painters  earlier  in  the  century.  It  was  used  by  both  Dou  and  Steen, 
often  to  poke  fun  at  the  pompous  doctor  character  (who  was  also  a  familiar 
stage  figure)  or  to  giggle  at  the  signs  of  female  licentiousness  (see  5.8). 
Here,  however,  we  have  a  bit  of  authentic  sentimental  drama  with  no  snig- 
gering, a  small  middle-class  tragedy  actually  in  process.  The  girl  is  sweet, 
the  old  doctor  wise  and  sober,  the  situation  very  sad  in  the  best  romantic 
style.  The  framing,  grouping,  and  lighting  have  the  arbitrariness  and  im- 
mediacy of  film,  different  from  Don's  staged  tableaux  or  Steen's 
bumptious  farces.  The  feathery  technique  gives  a  play  of  possible  move- 
ment to  the  figures,  the  look  of  breathing  that  Dou's  smooth  paintings  lack. 

Another  Schalcken,  now  in  Florence,  is  one  of  several  fashionably  erotic 
fantasy  portraits  he  painted,  the  kind  of  thing  no  Dutch  painter  would  have 
done  in  earlier  years  (7.3).  Here  is  the  modern  smile  that  is  almost  a 
simper,  a  come-hither  glance  cast  in  a  new  romantic  style  of  sexuality,  a  Ro- 
coco vision  enhanced  by  the  candle  flame  that  dances  suggestively  out  from 
behind  the  little  hand  with  its  crooked  pinky.  And  yet  the  lighting  effects, 
derived  from  Honthorst,  Elsheimer,  Rembrandt  himself,  give  her  real  life 
and  freshness.  The  "graphic"  ideal  is  intensified:  the  candlelight  is  there 
to  reduce  other  colors  and  focus  the  feelings,  in  this  case  on  mystery  and 
intimate  excitement.  She  is  a  synthetic  vision,  like  a  pinup,  a  long  way  from 
Vermeer's  Head  of  a  Young  Girl,  and  moving  closer  to  commercial  art,  pop- 
ular illustration,  and  the  movies. 

In  fact,  not  just  earlier  artistic  themes  but  the  influence  of  fashion  art 
apparently  intervened  between  Schalcken  and  his  model,  and  between  Ver- 
kolje  and  his  lovers.  It  placed  a  filter  over  the  direct  rendering  of  human 
situations  that  would  permanently  complicate  and  enrich  the  cinematic 
view  of  things.  By  the  I680's,  series  of  figures  de  mode  were  a  standard 
feature  of  graphic  art,  and  they  must  have  been  an  important  element  in  the 
subsequent  sense  of  personal  looks.  Such  fashion  prints  are  not  to  be  con- 
fused with  commercial  fashion  plates  intended  to  encourage  sales — these 
were  not  in  existence  until  the  late  eighteenth  century.  More  important, 
they  are  sets  of  typical  figures  exemplifying  fashionable  dress  among  cer- 
tain groups,  including  fancy-dress  and  theatrical  character  dress  ex- 
pressed in  modish  terms.  They  gave  a  presentational  style  to  what  was 
already  worn,  rather  than  suggesting  what  might  be  worn  next  (7.4-7.6). 
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By  the  end  of  the  seventeenth  century,  with  the  institutionalization  and 
academization  of  French  crafts,  and  especially  with  the  raising  of  engrav- 
ing itself  by  edict  to  the  rank  of  liberal  and  not  mechanical  art,  the  French 
were  by  far  the  best  designers  and  reproducers  of  such  costume  prints.  Not 
only  were  French  personal  luxuries  the  most  refined  and  desirable  in  Eu- 
rope, but  their  superiority  was  confirmed  by  the  superior  French  version  of 
complete  personal  chic,  purveyed  in  superior  fashion  prints,  portrait 
prints,  and  prints  of  fashionable  life. 

In  the  first  three  decades  of  the  seventeenth  century,  Jacques  Callot  and 
Abraham  Bosse  had  fixed  the  international  image  of  elegance  as  essentially 
French,  well  before  Louis  XIV  instituted  the  economic  policies  that  fixed 
its  practical  reality.  By  the  time  the  elaborate  rituals  of  noble  idleness  had 
been  organized  at  Versailles,  and  all  the  luxury  goods  used  there  were  man- 
ufactured in  France,  and  the  academies  had  been  founded,  French  engrav- 
ings— which  also  came  to  be  strictly  regulated  as  to  printing,  publication, 
and  sale — had  long  since  established  their  absolute  authority  as  images  of 


Above  left:  7 .4   J.   D.  de 
S  T  -  J  E  A  N  ,   Suit  Worn  with  a 
Sword.  Fashion  print,  1670's. 
Formal  courtly  elegance. 
Above:  7.5   J.   D.   DE  ST. -JEAN, 
Lady  Walking  in  the  Country. 
Fashion  print,  1670's.  Stiff  but 
sprightly  leisure  clothing. 
Left:  7.6    J.    D.    DE  ST. -JEAN, 
Gentleman  of  Quality. 
Fashion  print,  1690's.  Casual 
Rococo  style 
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sartorial  elegance.  No  prints  of  modish  life  by  Van  de  Venue,  Jost  Amman, 
Caspar  Luikon,  Wenceslaus  Hollar,  or  even  Goltzins,  charming  and  infor- 
mative as  they  are,  can  possibly  match  the  bravura  and  suavity  of  Callot, 
Bosse,  or  Jacques  Bellange.  All  these  registered  in  black  and  white  the 
French  genius  for  picturing  fashion  long  before  Louis  XIV  consolidated 
French  power  and  caused  French  fashion  itself  to  dominate  Europe  (7.7, 
7.8). 

By  that  time,  a  true  fashion  art,  which  can  coerce  the  perception  of  de- 
sirable clothed  appearance  by  the  sheer  force  of  graphic  authority,  had  al- 
ready been  invented  in  France;  and  the  later  spread  of  actual  French 
fashion  was  undoubtedly  helped  by  the  pictorial  standard  it  had  already 
set.  Not  only  was  an  elegant  French  style  of  engraved  portraiture  ready  to 
create  the  world's  vision  of  great  people's  faces,  but  an  elegant  French  en- 
graved figure  style  also  existed  to  create  the  visual  style  of  life  among 
them. 

The  graphic  arts  thus  expanded  in  different  directions  and  were  more 
variously  influential.  A  new  understanding  of  their  serious  poetic  possibili- 
ties, so  astoundingly  opened  up  by  Rembrandt,  now  coexisted  with  new  de- 
velopments in  reproductive  techniques,  but  also  with  an  increasing  market 
for  glossy  fashionable  imagery  for  its  own  sake.  This  last  was  something 
new,  just  as  Rembrandt's  graphic  vision  had  been  new;  and  both  gave  the 
public  new  styles  in  which  to  visualize  the  world  and  the  people  in  it — in 
their  own  sphere,  in  the  wide  world,  or  in  all  imaginary  universes.  The  way 
in  which  movies  have  done  this  in  this  century  is  well  understood;  but  even 
with  much  more  limited  scope,  prints  clearly  began  to  do  it  in  earnest  in  the 
seventeenth  century.  The  imaginative  advances  made  by  such  superior  art- 
ists as  Elsheimer  and  Rembrandt,  as  well  as  those  of  Terborch  and  Ver- 
meer,  could  be  transmitted  to  future  artists  and  to  their  public  through  the 
graphic  media,  where  visual  ideas  mix  together  and  do  their  most  potent 
work  on  the  imagination  and  the  common  sense  of  reality.  Fashionable 
looks  on  the  French  model  were  now  added  to  the  mixture. 

During  this  same  century,  pictorial  journalism  increased.  While  French 
fashions  in  engraving  and  in  dress  spread  notions  of  elegance,  the  Dutch 
graphic  artist  Romeyn  de  Hooghe,  for  example,  was  also  recording  Louis 
XIV's  persecution  of  the  Protestants  in  dramatic  broadsheets  that  show 
the  influence  of  both  Callot  and  Rembrandt.  Printed  broadsheets  were  ap- 
pearing on  all  sorts  of  political  and  moral  subjects,  most  of  them  in  North- 
ern Europe,  where  the  graphic  impulse  was  so  strong  and  where  the  overlap 
of  high  and  popular  art  was  already  considerable.  Film  and  television  now 
continue  what  was  begun  there  and  then:  the  marketing  of  topical,  senti- 
mental, comic,  or  sensational  themes,  in  graphic  media  that  freely  borrow 
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from  the  whole  range  of  previous  visualizations — high  and  low,  rough  and 
sleek,  ancient  and  recent. 

Such  popular  media  create  visual  assumptions,  after  original  painters  or 
printmakers  have  created  new  visual  ideas.  The  repetition,  reduction,  and 
reuse  for  popular  themes  of  borrowed  original  motifs  transmute  them  into 
habits  of  the  eye,  so  they  convey  their  impact  almost  unnoticeably,  even 
subliminally,  to  the  picture-viewing  public — artists  included,  of  course. 
Original  artists  of  a  later  day  may  then  make  unconscious  use  of  these 
same  assumptions,  besides  deliberately  learning  from  earlier  artists  and 
consciously  inventing  new  motifs.  The  new  and  exquisite  fashion  prints  of 
the  seventeenth  century  contributed  to  the  figure  style  of  serious  painters, 
not  only  at  the  time  but  eventually  in  the  eighteenth  century,  when  the  cu- 
mulative effect  of  such  prints,  good  and  bad,  had  succeeded  in  redesigning 
bodies  in  a  new  style.  There  was  a  new  agreement  about  clothed  appearance 
in  both  art  and  life  that  only  print  media  could  have  created. 

It  was  serious  French  style  rather  than  serious  French  art  that  had  af- 
fected Schalcken  and  Verkolje.  Their  themes  and  idiom  were  firmly  Dutch. 
More  relevant  to  the  development  of  painting  was  the  influence  in  the  other 
direction  of  that  Dutch  idiom  on  French  art,  which  in  turn  was  to  be  so 
powerful  in  the  future,  not  the  least  because  of  the  French  reproductive 
techniques  that  made  it  famous. 

The  assimilation  of  Dutch  art  by  French  painters  produced  those  two 
great  favorites  of  modern  taste,  Watteau  and  Chardin.  The  works  of  both 
were  quickly  and  comprehensively  engraved,  with  titles  and  captions  added 
to  reinforce  their  appeal  and  ensure  their  influence  in  their  own  time.  Wat- 
teau's  short  career  was  thus  immediately  extended  well  past  his  death  in 
1721,  so  that  he  now  can  seem  to  embody  the  entire  eighteenth  century, 
even  though  he  died  well  within  its  first  quarter.  This  is  partly  because  his 
instigation  of  a  new  kind  of  French  painting  coincided  with  the  shift  in 
French  civilized  life  that  began  near  the  end  of  Louis  XIV's  reign  and  con- 
tinued past  the  middle  of  the  century. 

Paris,  not  Versailles,  became  the  center  of  culture  and  fashion;  smaller 
ducal  and  princely  courts  near  Paris,  more  chic  and  much  more  liberal  than 
the  royal  court,  made  more  use  of  Parisian  talent.  Urban  taste  developed  in 
opposition  to  official  court  style,  and  increasingly  represented  variety, 
pleasure,  and  vitality  as  the  rigid  courtly  modes  congealed  further.  Wat- 
teau, for  all  his  outdoor  settings,  was  a  wholly  urban  artist.  The  milieu  for 
which  he  painted  was  a  mixture  of  cultivated  financiers  and  industrialists, 
lesser  nobility  who  had  escaped  from  court  life  to  Paris,  and  the  artistic, 
literary,  and  theatrical  people  who  gave  city  life  its  newly  acquired  refine- 
ment. The  dreams  in  Watteau's  art  are  city  dreams.  They  consequently 
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come  true  in  terms  of  constant  personal  encounter,  individual  feeling,  and 
the  certainty  of  nothing  but  the  uneven  movement  of  experience — that  is, 
in  the  urban  imaginative  mode.  They  are  set  in  the  kind  of  outdoors 
dreamed  up  (and  often  arranged  for)  by  city-dwellers  to  seem  as  much  as 
possible  like  overlapping  sequences  of  intimate  rooms — a  suburban  and  not 
a  rural  paradise,  where  elegant  clothes  may  be  worn  to  advantage  while  be- 
havior may  nevertheless  be  spontaneous. 

These  parks  are  not  imaginary.  They  are  probably  modeled  on  the 
grounds  of  the  actual  suburban  houses  of  Watteau's  friends  and  patrons, 
where  informal  costume  parties,  amateur  plays,  and  concerts  of  the  sort  he 
shows  did  in  fact  take  place.  There  people  could  combine  and  recombine  in 
small  groups  or  couples  in  a  new  style  of  comfortable  upper-class  pleasure 
that  was  quite  refreshing,  after  the  long  ascendancy  of  formal  public  enter- 
tainment at  Versailles.  In  cities,  the  pursuit  of  personal  relations  for  pri- 
vate satisfaction  may  be  the  acknowledged  aim  of  leisure,  whereas  at 
court,  court  politics  and  court  etiquette  and  constant  visibility  must  com- 
bine to  govern  the  forms  legitimate  recreation  may  take.  Privacy  has  no 
priority. 

In  Paris,  but  not  at  Versailles,  pleasure  could  now  be  openly  sought  in 
refining  new  styles  of  intimacy;  and  for  rendering  these  personal  themes  in 
art,  the  Dutch  mode  was  obviously  the  most  sophisticated.  The  genre  mode 
in  art  had  lately  been  brought  to  a  higher  pitch  in  Holland  than  ever  in 
France  or  elsewhere.  The  realm  of  the  personal  had  been  thoroughly  ex- 
plored, partly  because  most  purchasers  of  paintings  were  both  urban  and 
private,  neither  courtly  nor  ecclesiastical.  Religious  art  had  acquired  the 
same  personal,  experiential  style — the  cinematic  disposition — that  Wat- 
teau  could  now  exercise  on  his  cast  of  city  characters.  His  significant  park 
statuary  is  analogous  to  the  significant  paintings  hanging  on  those  Dutch 
walls,  as  delicately  ironic  comment  about  the  progress  of  personal  life  be- 
came the  right  note  to  strike  in  France.  Patronage  was  now  often  in  the 
hands  of  enlightened  private  connoisseurs  who  followed  their  own  taste, 
rather  than  an  academically  controlled  official  enterprise.  History  painting 
was  losing  its  supremacy,  and  within  the  Academy,  "Poussinistes"  were 
losing  out  to  "Rubenistes"  in  the  current  argument  about  truthful  repre- 
sentation. "Naturalism"  was  again  admired,  and  the  value  of  emotional  im- 
pact in  works  of  art.  "Sensibility"  became  a  virtue. 

while  the  Dutch  were  learning  erotic  and  sartorial  crispness  and 
systematic  art  theory  from  the  French,  French  collectors  were  beginning  to 
appreciate  Dutch  and  Flemish  art  more  intensively,  and  French  artists  to 
profit  from  studying  them  at  first  hand  in  private  collections.  Watteau  be- 
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came  acquainted  with  Dutch  paintings,  prints,  and  drawings  in  his  patron 
Crozat's  collection,  besides  being  able  to  study  Rubens'  Medici  cycle  in  the 
Palais  de  Luxembourg.  The  delicacy  of  touch,  the  famous  light-bearing 
brushwork  of  the  Northern  painters,  like  their  subject  matter,  was  begin- 
ning to  look  better  to  the  French  than  the  sober  clarity  of  the  Baroque  clas- 
sical school.  The  kind  of  art  with  personal  meaning  began  to  appeal  more 
than  heroic  themes.  The  secularization  of  culture  was  an  added  element  in 
this  shift  of  French  taste  as  the  eighteenth  century  advanced;  and  so  in 
Watteau's  art,  borrowed  from  the  Protestant  North,  the  personal  realm 
was  shown  extended  not  by  a  religious  or  mythological  dimension,  but  by  a 
theatrical  one. 

Watteau  shows  how  theater  can  be  an  analogue  for  religion  and  mythol- 
ogy, a  psychological  rather  than  a  spiritual  domain  within  which  the  mean- 
ings of  personal  life  may  be  perpetually  enhanced.  Such  a  function  was  in 
fact  being  partly  fulfilled  by  the  actual  theater  in  Paris  at  the  time,  provid- 
ing a  stylistic  center  for  the  city's  new  cultural  life;  role  playing,  the  exer- 
cise of  wit,  the  pursuit  of  personal  drama,  and  the  display  of  personal 
attractions  could  all  be  fostered  in  the  atmosphere  of  a  stage  tradition 
newly  liberated  for  the  purpose. 

There  were  only  two  officially  recognized  and  subsidized  stages  in 
France,  the  Opera  and  the  Comedie.  These  two  performed  the  classical  rep- 
ertoire. But  private  companies  had  long  been  in  existence,  appearing  in 
comedies  and  farces  both  in  traveling  shows  and  at  the  twice-yearly  fairs  in 
Paris  for  extended  runs.  The  Italian  comedy,  which  had  been  expelled 
in  1697,  returned  in  1719;  and  out  of  these  eventually  came  the  Opera  Co- 
mique.  They  all  tended  to  parody  the  serious  stage,  to  mix  stock  characters 
from  the  old  Italian  commedia  dell'arte  with  distinctively  French  popular 
characters,  and  to  combine  romantic  or  comic  drama  with  dance,  song, 
mime,  and  acrobatics. 

The  world  of  such  a  theater  became  a  kind  of  salon,  a  gathering  place  for 
intellectuals  and  artists  and  for  the  fashionable  and  intelligent  rich,  a  mi- 
lieu where  the  stage  could  be  not  only  watched  but  written  for,  designed 
for,  and  appeared  on,  where  actors  and  musicians  were  the  valued  friends 
of  their  cultivated  audiences.  Performers  were  not  servants  or  playthings, 
nor  were  they  remote  creatures  only  to  be  courted  and  adored.  The  stock 
characters  of  the  old  scenarios  were  easily  conceived  as  real  people,  mo- 
mentarily dressed  in  stock  costume  as  we  see  them  in  Watteau — to  point 
up  the  fact  that  everyone,  not  just  actors,  may  have  many  layers  of  being  in 
a  shifting  urban  world. 

A  theater  of  fashionable  everyday  living  was  thus  being  fostered  in 
Paris;  but  Watteau's  art  suggests  that  it  was  perhaps  more  like  the  cin- 
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ematization  of  leisure,  the  view  of  life  as  a  continuous  flow  of  suggestive, 
overlapping  costumed  scenes,  in  which  no  vulgar  confrontations  or 
denouements  disturb  the  sense  of  endless  possibility.  All  this  was  based  on 
an  improvisatory  sort  of  theater,  in  itself  a  reflection  on  the  unforeseeable 
character  of  city  life.  The  Fetes  Galantes  were  arranged  in  suburban  parks, 
where  amateurs  might  participate  in  performances  and  also  be  entertained 
by  professionals;  the  "embarkations,"  "pilgrimages,"  "sacrifices,"  and 
"promenades"  were  got  up  to  mix  people  together  and  create  unexpected 
encounters  with  ambiguous  meanings. 

Fashion  prints  undoubtedly  had  a  part  in  this  scene-playing,  style- 
conscious  manner  of  elegant  living.  The  costume  plates  of  Picart,  St.-Jean, 
and  others  had  continued  the  tradition  of  Bosse  and  Callot  in  setting  a  uni- 
formly elegant  tone  for  sequences  of  very  different  figures.  Watteau  also 
did  two  series  of  them,  one  of  figures  de  mode  and  the  other  of  figures  de  di- 
verses  caracteres  (7.9).  These  were  theatrical  or  regional  or  humorous  fig- 
ures with  the  same  dashing  style  as  those  in  the  fashion  prints.  All  such 
series  had  their  original  source  in  the  sixteenth-century  costume  books, 
which  showed  class  or  regional  distinctions  for  anthropological  purposes; 
but  the  French  engravers  of  the  seventeenth  century  had  gone  on  to  create 
stylistic  models,  so  that  the  figures'  common  style,  and  not  their  different 
costumes,  came  to  be  their  main  theme. 

The  academic,  rule-making  climate  of  culture  under  Louis  XIV  had  fos- 
tered such  an  impulse,  and  many  of  St. -Jean's  figures,  for  example,  display 
a  certain  formal  stiffness  despite  their  elegance.  But  Watteau,  with  the  in- 
fluence of  the  Northern  style  at  his  command,  continued  the  theme  with 
new  conviction.  The  extremely  casual  figures  he  sketched,  apart  from  the 
ones  published  as  prints  in  sequence,  have  the  same  sort  of  compelling  chic 
as  those  created  by  modern  fashion  photographers  who  use  the  device  of  ca- 
sual and  even  awkward  action  for  their  artificial  arrangements.  The  men  in 
Watteau's  drawings  and  prints  have  an  incredibly  elegant  length  of  leg  and 
torso,  a  graceful  gangliness  of  pose,  and  a  magnificent  nonchalance  in  the 
nice  disarrangement  of  their  clothes.  It  even  improves  on  Callot  in  the  qual- 
ity of  its  apparently  unstudied  ease.  Some  of  this  Watteau  undoubtedly 
learned  from  Van  Dyck,  whose  drawings  he  copied — and  it  was  this  synthe- 
sis of  Northern  realism  and  French  stylistic  clarity  that  was  one  of 
France's  most  influential  contributions  to  international  fashion:  the  look  of 
the  total  figure  in  its  clothes,  rendered  (in  a  graphic  medium  that  could  be 
reproduced  and  eventually  popularized)  as  both  ideally  elegant  and  per- 
fectly natural  at  the  same  time. 

The  fashion  camera  and  especially  the  movie  camera  have  created  the 
ideal  anew  in  this  century.  Ever  since  Watteau,  it  has  been  something  to 
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7.9  antoine  watteau,  Man  Walking, 
Seen  in  Profile.  Etching,  second  state 


live  up  to,  a  focus  of  aspiration;  it  has  looked  perfect,  but  attainable.  As  the 
prestige  of  courtly  fashion  gradually  lost  its  importance,  the  capacity  of 
graphic  media  to  spread  (among  other  things)  an  accessible-looking  ideal  of 
dressed  elegance  became  obvious,  and  commercial  fashion  plates  came  into 
existence;  but  the  visualization  of  the  figure  on  which  they  depended  had 
been  invented  by  certain  figurative  geniuses  of  earlier  days — Oallot,  Van 
Dyck,  Watteau. 

The  women  in  Watteau's  works  show  a  particularly  distinct  shift  from 
those  in  the  fashion  prints  of  a  generation  earlier  (his  elegant  males  are 
closer  to  their  prototypes),  and  one  particularly  connected  to  Dutch  art. 
Here  again  the  movement  of  female  sexual  feeling  is  expressed  through  the 
excited  play  of  light  on  satin  skirts,  through  the  slight  tilt  or  dip  or  stiffen- 
ing of  the  exposed  neck,  and  through  small  gestures  of  the  hand.  The  fe- 
male figure  is  thus  very  eloquent  when  viewed  from  the  back,  where  all 
these  elements  are  more  revealing  without  the  face,  which  may  deceive,  as 
necks  and  moving  skirts  cannot. 
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Vermeer  and  Terboreh  had  worked  all  this  out  long  before,  but  it  had 
never  been  seen  in  French  art  until  Watteau  reworked  it  in  Rococo  terms. 
Unlike  the  Dutch  painters,  and  unlike  Rubens,  he  makes  feminine  gar- 
ments seem  to  weigh  very  little  and  to  consist  only  of  delicately  bunched 
and  wrinkled  yardage — loose-sleeved  and  indistinct  robes  hitched  up, 
pulled  together,  or  drawn  back,  anchored  only  to  some  firm  stays  around 
the  rib  cage,  which  smooth  it  out  to  produce  a  well-defined  bodice  and  de- 
colletage.  The  waistline  matters  very  little,  the  nacreous  bare  chest  a  great 
deal.  And  through  the  lightweight  skirts  poke  the  knees,  constantly  shift- 
ing position  to  catch  the  light  and  call  attention  to  the  agitation  of  hidden 
thighs  and  hidden  responses.  People  of  both  sexes  are  only  precariously 
and  provisionally  upright;  they  may  loll  and  sprawl  and  lean  at  any  mo- 
ment, and  then  spring  up  again  to  dance  (7.10). 

The  casual  model  for  deportment  set  in  Watteau's  works  has  had  a  last- 
ing effect.  The  unaffected  quasi-awkwardness  of  all  these  refined  move- 
ments gives  them  great  appeal  and,  again,  makes  their  world  of  leisure  and 
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pleasure  seem  accessible.  This  is  partly  because  nothing  much  happens; 
nothing  is  very  serious,  exciting,  or  funny,  only  very  suggestive  and  incon- 
clusive while  seeming  very  humafu  It  is  in  motion,  a  realism  of  the  feelings 
that  dwells  on  transition  and  ambivalence  just  like  the  one  De  Hooch  cre- 
ated for  his  late  paintings. 

Watteau's  theatrical  costumes,  shown  mingling  with  ordinary  clothes 
and  unaffected  gestures,  bring  up  the  modern  idea  that  all  clothing  is  cos- 
tume, permitting  people  to  fancy  themselves  playing  various  parts  for  each 
other,  and  for  their  own  private  satisfaction.  Sexual  life  is  here  visualized, 
as  it  was  for  the  Dutch  and  as  it  is  for  us,  in  terms  of  fashion.  This  kind  of 
art  provides  a  sartorial  expression  of  physical  pleasure  that  deliberately 
stresses  the  uncertain  character  of  sexual  feeling — specifically,  its  "this- 
moment"  character,  which  is  linked  to  temporary  guises,  passing  fads,  per- 
verse fantasies,  and  extreme  whims,  like  fashion  itself. 

It  is  from  these  early  days  of  the  eighteenth  century,  perhaps  from  Wat- 
teau himself,  that  this  idea  springs — that  fashion  is  itself  the  mobile  vehi- 
cle of  an  equalizing  eroticism,  no  longer  just  of  class  distinction.  Popular 
theater  helped  to  confirm  this  notion  for  him,  as  the  movies  have  confirmed 
it  for  us.  It  does  not  mean  that  fashionable  clothes  must  be  conventionally 
sexy,  with  a  lot  of  flash  and  exposure;  on  the  contrary,  fashions  themselves 
may  be  simple  and  muted.  But  since  they  constantly  change,  it  is  the  fol- 
lowing of  them  that  suggests  sexuality,  a  subversive  love  for  the  richness  of 
fantasy  life,  and  a  concomitant  belief,  perhaps  inarticulate  or  only  partially 
conscious,  in  the  abiding  importance  of  erotic  feeling. 

In  seventeenth-century  France,  and  in  other  absolute  monarchies,  it 
might  be  easy  to  see  the  following  of  fashion  as  another  aristocratic  pas- 
time, a  perverse  sport  of  kings  invoking  not  the  crude  display  of  rank  or 
riches,  which  is  unnecessary  for  royalty,  but  of  imaginative  self-definition, 
like  the  court  masque.  It  might  seem  to  be  something  geared  to  the  special 
needs  of  aristocrats,  including  the  formal  restraint  of  their  public  sexual 
manners.  The  late-seventeenth-century  fashion  prints  had  supported  the 
idea,  with  their  elaborate  details  and  stiff  figure-compositions.  But  in  Hol- 
land, Vermeer  and  his  colleagues  had  shown  how  urban  fashion  in  dress  in- 
fuses private  bourgeois  feeling  and  defines  the  middle-class  sexual  self,  not 
just  its  social  pretensions.  The  specific  details  of  fashion,  whatever  they 
are,  become  the  conveyors  of  a  changeable  personal  atmosphere,  and  hence 
of  mutable  sexual  possibility. 

This  has  been  an  important  function  of  fashion  ever  since,  a  view  pa- 
tently argued  by  the  whole  history  of  popular  movies  and  now  by  television, 
where  the  dress  of  people  whose  sexual  feelings  we  are  meant  to  take  seri- 
ously is  always  a  perfect  example  of  a  particular  fashionable  ideal.  Their 
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perfection  is  like  that  of  a  Watteau  sketch  or  fashion  figure,  offering  a  com- 
pletely current  physical  ideal  of  form  and  dress,  whatever  the  social  or  oc- 
cupational sphere  of  the  character,  conveyed  in  a  graphic  medium  that  can 
suggest  absolute  reality,  not  artistic  license.  Clothes  are  part  of  all  ordi- 
nary sexual  drama  in  movies;  and  it  was  Watteau,  copying  the  Dutch,  who 
inaugurated  this  way  of  using  them. 

Watteau's  whole  career  has  the  flavor  of  unresolved  movement  that  cin- 
ema promotes.  His  paintings  were  done  directly,  without  plans  or  cartoons, 
and  often  so  hastily  that  the  paint  failed  to  adhere  and  maintain  a  surface; 
but  they  were  also  slow  to  develop,  inefficiently  conceived,  put  together 
with  that  same  chancy  method  now  used  for  film,  whereby  there  are  many 
takes,  much  extra  footage,  and  editing  creates  the  final  outcome.  Watteau 
made  thousands  of  quick  sketches  and  then  quickly  cooked  t  hem  into  paint- 
ings, which  nonetheless  never  seemed  to  get  finished.  He  had  begun  as  a 
hack,  copying  small  Dutch  paintings  for  the  popular  market.  Later  he  lived 
in  a  marginal  way  in  the  houses  of  friends  or  patrons,  and  he  left  the  world 
early,  having  always  been  surrounded  by  other  people  but  remaining  quite 
solitary,  never  settled  or  stable,  as  if  he  needed  to  keep  moving  on  to  the 
next  scene.  The  screenlike  veil  of  paint  in  his  works  is  a  refined  version  of 
Dutch  chiaroscuro,  a  new  fluid,  almost  moist  atmosphere  where  living  and 
feeling  go  on. 

CHARDIN  followed  up  Watteau's  themes  in  new  guises,  still  copying 
the  Dutch  and  this  time  very  openly.  As  a  French  painter,  Chardin  took  a 
risk  by  sticking  to  genre  and  still-life  themes  without  any  allusion  to  the 
classical  vocabulary  even  ironically,  or  through  the  theatrical  metaphors 
employed  by  Watteau.  It  was  nevertheless  a  timely  move;  his  works  satis- 
fied the  new  desire  for  informality  and  were  very  well  received.  Children 
and  adolescents  frequently  appeared  as  central  characters,  and  their  pres- 
ence suggests  an  even  stronger  version  than  Watteau's  of  the  new  unaffect- 
edness  and  mobility  of  physical  being,  the  love  of  growth  and  change,  even 
in  a  soap  bubble. 

One  more  feature  of  the  late-seventeenth-century  fashion  prints  that 
found  its  way  into  later  French  art  was  an  extremely  youthful  facial  style 
for  both  sexes.  Smooth  round  cheeks,  small  chins,  wide-open  bright  eyes, 
short  noses,  and  fresh  expressions  pervade  the  paintings  of  Watteau,  Char- 
din,  Boucher,  Greuze,  and  Fragonard:  these  are  the  same  babyish  French 
looks  that  revive  in  the  works  of  Renoir  and  ultimately  in  the  films  of  Bri- 
gitte  Bardot.  Chardin  was  prepared  to  show  them  as  the  property  of  actual 
children;  but  in  his  and  some  other  French  painters'  works,  the  facial  traits 
of  extreme  youth  conveyed  not  only  the  quality  of  douceur,  the  gentle  grav- 
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ity  associated  with  unselfconscious  innocence,  but  also  conveyed  pure  fash- 
ion, an  echo  of  actual  fashion  art.  And  this  echo  also  helps  make  Chardin's 
work  moving,  although  perhaps  covertly. 

The  childish  facial  style  supports  a  stimulating  look  of  chic  in  scenes  of 
emphatic  bourgeois  simplicity,  while  on  the  surface  it  only  suggests  the 
slightly  conscious  artlessness  for  which  Chardin's  personnel  are  so  famous, 
and  that  makes  them  seem  so  human — the  little  girl  stealing  a  glance  in  the 
mirror,  the  boy  gazing  at  his  hat  as  it's  brushed  by  his  nurse.  It's  no  wonder 
his  genre  paintings  were  well  loved.  They  contain  a  double  truth:  the  basic 
one  about  color,  light,  and  feeling  purveyed  by  Rembrandt,  with  whose 
name  Chardin's  was  immediately  associated;  and  the  other,  pervasive,  but 
often  unacknowledged  one  about  the  satisfactions  of  being  perfectly 
dressed,  which  may  go  even  deeper  when  carried  in  solution  in  a  medium  of 
unimpeachable  realism.  This  is  a  main  component  in  popular  cinematic  im- 
agery, one  of  the  things  that  make  movies  so  inescapably  riveting  in  their 
basic  visual  quality,  before  the  acting  and  directing,  the  music  and  the 
editing  even  register. 

Every  single  one  of  Chardin's  characters  has  the  straight,  almost  arched 
back  of  current  fashion,  a  perfect  figure,  and  a  perfectly  groomed  head, 
perfectly  fitting  clothes  (worn  with  stays  even  by  humble  women  and  girls), 
and  extra-long  legs  (7.1 1).  All  are  youthful  and  good-looking,  whether  they 
are  laundry  maids  and  cooks  or  ladies  of  the  house  and  their  children, 
whether  well-to-do  or  very  much  less  so.  All  deportment  is  graceful  and  be- 
coming without  exception,  not  just  decent  and  circumspect:  the  lady  exam- 
ining embroidery  with  her  daughter  crosses  her  high-heeled  shod  feet  with 
the  aplomb  of  the  Marquise  de  Pompadour  (7.12).  Faces  have  that  same 
bright-eyed  but  restrained  expressiveness  we  see  in  those  of  Watteau's 
silken  revelers,  and  the  same  round  cheeks  and  small  chins  from  the  en- 
gravings. No  one  is  fat  or  bony,  tired  or  overexcited,  as  people  often  are  in 
Rembrandt.  But  the  atmosphere  has  that  truthful  character  Rembrandt 
conjures  with  his  revelatory  light,  making  unphrased  action  create  an  emo- 
tional presence,  instead  of  describing  the  complete  details  of  an  incident. 
The  modishness,  too,  is  a  matter  of  revelation;  we  are  not  belabored  with 
description  but  made  to  swallow  sartorial  perfection  in  whole  gulps. 

Chardin's  palette,  like  Rembrandt's  and  Watteau's,  is  essentially  mono- 
chromatic, with  strong  color  appearing  only  in  ravishing  patches,  while  to- 
nality is  really  doing  all  the  work.  Single  figures  often  gaze  out  of  the 
frame,  or  turn  their  heads  to  prevent  a  direct  view  of  the  face,  notably  the 
celebrated  little  girl  with  a  shuttlecock,  whose  face  is  also  shadowed  (7.13). 
Her  features  are  quite  dim,  while  her  eyes  are  very  wide.  Any  expression 
rendered  with  wide-open  eyes  in  a  shadowed  face  seems  more  appealing 
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7.11    J.-B.-S.   CHARDIN,   The  Return  from  Market 
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7.12   J.-B.-S.  CHARDIN,   The  Diligent  Mother 
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7.13   J.-B.-S.   CHARDIN,   Little  Girl  with  a  Shuttlecock 


than  a  brightly  lit  grimace.  Like  Rembrandt's  face  in  the  early  Self-Port  rait- 
in  the  Studio  in  Boston,  it  suggests  inwardness,  the  subjective  point  of 
view,  personal  awareness.  Chardin's  own  late  self-portraits  shadow  the 
face,  and  finally  show  the  elderly  eye  further  brightened  by  spectacles 
(7.14).  The  little  girl  turns  her  body  away  from  the  light,  and  so  seems  to  be 
moving  across  the  room  followed  by  its  eye — running  off  to  play  out  of 
sight,  and  not  obediently  coming  toward  the  window,  where  we  may  inspect 
her. 

All  the  corseting  and  tailoring,  smooth  skin  and  sprightly  posture,  the 
whole  fashionable  dimension  in  these  works,  gives  them  a  strong  sexual  un- 
dertone that  is  well  submerged  in  overt  homeliness  and  heartwarming  fam- 
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ily  living.  It  was  acknowledged,  however,  in  the  even  more  cinematized 
versions  of  Chardin's  cinematic  paintings — the  engraved  reproductions, 
which  had  rhymed  captions  elaborating  the  pictures'  themes.  The  verses 
were  often  cast  in  amorous  terms  that  express  the  underlying  seductive- 
ness of  these  simple  scenes  (7.15). 

This  internalization  of  stylishness,  the  incorporation  of  fashion  into  or- 
dinary realism  so  as  to  embody  modern  erotic  realities,  thus  became  a  new 
characteristic  of  French  art,  as  it  has  now  become  a  characteristic  of  the 
movies.  It  came  about  in  the  eighteenth  century  as  a  result  of  fusing  ex- 
quisite French  fashion  prints  with  exquisite  Dutch  genre  paintings.  Each 
of  these  earlier  enterprises  represented  a  modest  artistic  endeavor  opposed 
to  the  classic  and  academic  tradition,  and  were  aimed  at  urban  markets; 
but  the  supremely  original  painterly  talents  of  Watteau  and  Chardin,  who 
were  inspired  to  create  this  new  fusion,  had  no  lack  of  academic  recognition 
or  aristocratic  patronage.  Times  and  eyes  had  changed. 

Chardin  invested  his  still-life  subjects  with  the  same  combination  of 
emotional  presence  and  individual  elegance  that  he  conferred  on  his  human 
groups.  Personal  character  is  revealed  in  copper  vessels  and  jars  of  pickles, 
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7.15   J.-B.-S.   CHARDlN,   Tin  Governess.  Engraving  from  the  painting 


as  it  is  in  dead  ducks  and  eviscerated  fish.  The  effect  also  arises  from  the 
cinematic  impulse  to  register  the  movement  of  feeling  in  the  process  of 
recording  motionless  phenomena.  These  things  make  claims,  they  don't 
just  sit  there  passively  waiting  for  human  lives  to  give  them  a  point.  They 
engage  with  one  another  like  family  members,  and  with  us  like  fellow 
beings:  This  tiny  onion,  what  is  it  thinking?  How  does  it  feel  to  sit  alone, 
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bathed  in  the  light  of  t His  incandescent  tumbler  (7.1 6) ?  The  odd  choices 
and  juxtapositions  create  such  responses,  since  it  looks  as  if  the  objects 
had  all  secretly  agreed  to  meet,  in  defiance  of  the  customary  rules  for  gath- 
erings on  kitchen  tables.  The  recently  shot  rabbit  and  partridge  lie  to- 
gether in  death  like  Romeo  and  Juliet.  This  easy  use  of  the  same 
atmosphere  for  domestic  scenes  and  inanimate  groups  makes  Ghardin  a 
magical  painter;  and  the  same  quality  that  endeared  him  to  the  prophets 
and  architects  of  modernism,  that  formal  neutrality  that  first  made  paint- 
ing seem  to  transcend  its  subject,  is  exactly  what  also  makes  him  cinematic 
— or  modern  in  the  Alternative  Convention,  which  can  mythologize  the 
whole  world  simply  by  putting  a  few  phenomena  in  the  right  light. 


7. 16   J.-B.-S.   CHAR  DIN,   Glass  of  Water  and  Coffeepot,  with  Onions 
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Tiepolo,  Piranesi,  Canaletto 

In  ORDER  to  explore  the  new  emotional  and  formal  possibilities 
for  French  art  suggested  by  Dutch  painters  of  the  past,  Chardin  rightly 
forsook  the  grand  themes  of  the  Grand  Siecle  and  confined  his  painterly 
universe  to  the  comfortable  domestic  interior  or  the  artist's  studio,  where 
he  could  concentrate  on  specific  phenomena.  He  pursued  his  proto- 
cinematic  experiments  without  resorting  to  the  mythic  subject  matter  most 
common  to  French  painters  of  the  past,  or  developing  the  modern  myths  in- 
vented by  Watteau.  But  at  the  same  moment  and  in  the  same  cinematic 
mode,  the  old  mythologies  were  being  reinvented  in  Italy  by  Giovanni  Bat- 
tista  Tiepolo,  who  seems  to  have  assimilated  the  Dutch  example  into  the  Ve- 
netian idiom.  This  artist  is  another,  like  Chardin,  who  was  instantly 
appreciated  in  his  own  time  and  much  admired  in  modern  times,  with  a 
brief  eclipse  during  the  period  of  Romantic  Neoelassicism. 

Far  from  the  secular  tradition  of  portable  paintings  that  could  enter  the 
public  awareness  in  a  personal  way,  through  gallery  exhibition  followed  by 
the  sale  of  captioned  reproductions,  Tiepolo  worked  mainly  in  fresco  on  the 
walls  of  palaces  and  villas,  or  else  he  did  altarpieces  for  churches.  Such  en- 
deavor continued  the  somewhat  passe  Renaissance  tradition  of  public  art, 
which  requires  aggrandizing  the  image  of  a  noble,  civic,  or  ecclesiastical 
patron,  using  the  whole  familiar  lexicon  of  Classical,  allegorical,  and  reli- 
gious terminology. 

Tiepolo  used  only  the  terminology.  His  formal  language  is  resolutely  un- 
classical,  specific,  and  phenomenological.  Dramatic  immediacy  is  guaran- 
teed to  all  the  scenes  he  directs,  because  he  uses  the  optical  mode, 
perfected  by  Vermeer  and  his  compatriots:  Tiepolo's  allegorical  groups 
aloft  in  the  firmament  have  the  same  look  Rembrandt  managed,  the  look  of 
miracles  recorded  by  an  eyewitness;  and  again  it's  no  wonder  his  empirical 
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age  adored  him,  as  our  movie-loving  age  does,  too.  He  brings  fantasies  di- 
rectly to  believable  life,  sidestepping  the  most  handy,  old  pictorial  tropes. 

Unlike  Rembrandt  and  Chardin,  but  just  like  Hogers  and  even  Watteau, 
Tiepolo  helped  himself  to  specific  theatrical  usage  to  make  his  epiphanies 
credible.  He  offers  both  old-days  clothes  and  pageant  draperies,  but  they 
have  not  been  fashioned  according  to  time-honored  fresco  modes;  instead, 
they  are  painted  as  if  they  were  painstakingly  built  by  the  tailor's  appren- 
tices to  last  through  a  long  run.  The  clothes  in  Tiepolo  are  palpably  made  of 
intractable  taffeta  and  brocade — hemmed,  lined,  and  interlined,  and  ob- 
viously quite  heavy  to  handle  while  flying  in  a  high  divine  wind  or  balancing 
on  one  inch  of  lintel  (8.1). 

Similarly,  poses  struck  by  intertwined  beings  perching  on  a  tiny  verti- 
ginous molding  right  above  our  heads  have  the  scrambled  look  real  bodies 
might  have  in  like  circumstances.  Their  limbs  form  a  jumble  difficult  to 
read,  their  torsos  are  compressed,  and  often  only  bits  of  a  person  appear — 
a  shoulder  and  some  hair,  a  chest  and  a  hand,  most  often  an  isolated  knee 
or  kicking  leg.  Their  garments  also  puff  out  and  bunch  up  to  form  the  ludi- 
crous, somewhat  abstract  shapes  loose  cloth  really  takes,  which  are  at  odds 
with  the  poetic  action  of  fabric  so  familiar  in  the  classical  phrases  refined 
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by  Tiepolo's  predecessors  (8.2).  You  can  see  the  air  whipping  under  the 
stuff,  just  as  you  can  feel  the  silken  billow  of  it  against  the  thighs  and  bel- 
lies of  these  actors,  along  with  the  moist  condensation  of  the  cloud  into 
which  the  cherub's  head  is  plunging. 

Using  obvious  theater  props  and  costumes  creates  a  personal  rapport  be- 
tween subject  and  viewer,  as  the  Dutch  artists  knew;  but  Tiepolo  disposes 
these  hefty  drapes  and  appurtenances  in  the  eternal  sky,  still  adorning 
fashion-bound  and  modern-looking  bodies  and  borne  up  by  the  only  truly 
realistic  clouds  in  the  history  of  ceiling  art.  As  much  as  the  effortless  per- 
spective, Tiepolo's  clouds  are  what  make  the  active  air  and  light  in  his  fic- 
tions so  effective.  Their  verity  alone  authenticates  the  visions,  in  more  than 
one  way.  There  is  always  a  large  amount  of  formless  empty  space  in  Tiepolo 
frescoes,  just  as  there  so  often  is  in  an  actual  cloudy  sky.  Water  vapor  takes 
various  forms,  often  several  at  once;  and  the  satisfying  cumulo-nimbus  for- 
mations that  many  artists  have  thought  best  able  to  support  plump  figures 
in  flight  are,  in  real  sky,  often  interspersed  with  large  areas  of  uninterest- 
ing mist.  Sun-struck  and  glittering  fluff  must,  moreover,  have  a  shady  side, 
which  soaks  up  color  as  it  floats  across  our  view.  Tiepolo  seems  to  have  been 
unique  in  making  dramatic  capital  out  of  boring  meteorological  facts.  His 
clouds  seem  to  be  undergoing  commonplace  changes  as  we  watch — not  just 
moving  like  vehicles,  but  dissolving,  dispersing,  transforming  themselves 
in  the  immemorially  unpredictable  sky  style.  Darkness  in  the  mature  Tie- 
polo's works  is  also  a  matter  not  of  the  night  but  of  moods  in  the  daylight 
sky;  and  the  unstable  arrangements  of  figures  he  puts  in  it  have  the  same 
quality  of  happy  submission  to  an  absolutely  neutral  nature,  over  which  the 
mythologizing  artist  has  no  control,  and  in  which  ordinary  myth-seeking 
humans  can  find  no  message.  It  is  not  the  portentous  Nature  of  significant 
stormclouds  and  pointed  lightning  flashes,  which  are  caused  by  painters 
and  poets  to  match  mythical  events,  but  the  unanswerable  nature  denoted 
by  the  dumb  sky,  which  puts  only  its  own  antic  disposition  into  steady  play. 

There  is  consequently  something  hilarious  about  Tiepolo  events.  The 
drama  of  Iphigenia's  sacrifice,  for  example,  is  given  a  vigorous  new  emo- 
tional charge  partly  made  up  of  pure  laughter  at  the  near  apparition  of  the 
deer  on  the  cloud  in  front  of  the  column,  or  at  the  funny  single  hand  that 
grasps  another  column  hiding  the  rest  of  the  figure,  or  at  scared  Agamem- 
non unceremoniously  hiding  his  face  like  a  little  boy.  Tiepolo  is  here  ad- 
vancing the  movielike  form  of  realism,  which  depends  on  recognizing  the 
emotional  potentialities  in  all  the  odd  arbitrariness  of  visual  life  (8.3). 

The  effect  is  not  theatrical.  The  theater  is  by  nature  sacramental,  even  in 
the  extreme  comic  vein,  and  during  performance  the  audience  is  first  of  all 
respectful  of  the  occasion  itself.  But  Tiepolo  produces  the  responses  people 
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have  at  the  movies,  where  you  can  shout  and  guffaw  simply  at  the  outra- 
geous and  delicious  extremity  of  everything,  the  wonderful  stretch  of  belief 
they  can  make  you  feel,  whatever  is  otherwise  happening.  The  extras  in  Tie- 
polo  are  notable  individuals,  with  their  postures  and  costumes  sometimes 
likely  to  make  them  ridiculous,  but  with  their  faces  full  of  good  will  and  the 
honest  effort  to  earn  their  pay  as  angels  or  personified  continents  or  what- 
ever, and  also  of  a  certain  amusing  and  not  unpleasing  complacency.  They 
have  the  final  effect  of  making  the  event  more  and  not  less  believable,  even 
while  we  giggle  at  them. 

Tiepolo  was  another  kind  of  cinematic  artist,  too.  Apart  from  the  huge 
mythic  and  religious  repertoire,  he  made  amazing  little  graphic  works  in 
black  and  white.  These  are  small  fantasies  done  in  the  etching  medium, 
which  best  preserves  freshness  of  vision,  showing  bizarrely  casual  group- 
ings of  symbolic  or  occult  figures  and  things.  But  even  though  they  use  the 
romantic  rhetorical  trappings  invented  by  Salvator  Rosa — skeletons, 
snakes,  owls,  old  magicians,  nude  youths,  and  tender  maidens — these  pic- 
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tures  have  the  same  attention-getting  quality  aehieved  by  Rembrandt.  They 
share  that  look  of  being  storyboards,  sketches  that  convey  an  event  uncer- 
tain of  outcome,  fraught  with  not  yet  enunciated  problems  and  not  yet  clar- 
ified meanings  (8.4,  8.5). 

The  chiaroscuro  is  brilliant;  sunlight  sparkles  on  the  witches  and  owls; 
all  elements  have  a  quick  optical  naturalism,  especially  the  figure  groups. 
These  are  devoid  of  posturing,  just  as  in  the  frescoes,  and  instead  show  the 
odd  way  bodies  look  in  actual  groups,  with  only  an  arm  showing,  or  a  head 
blocked  off  from  sight.  They  seem  like  news  photos  of  backstage  gatherings 
before  a  variety  show.  As  in  Rembrandt,  the  lighting  manipulates  attention 
with  great  skill.  Near  the  center,  the  eye  is  forced  to  focus  on  some  clearly 
detailed  objects  shown  in  brightly  contrasted  patches  of  light  and  dark;  but 
when  the  viewer  does  look,  he  is  not  enlightened,  only  captured;  and  his  eye 
is  made  to  keep  ranging  toward  the  more  diffusely  drawn  edges  of  the  pic- 
ture, to  find  out  what  else  is  happening,  to  discover  what  is  really  there,  to 
get  the  picture. 

Both  the  frescoes  and  the  etchings  are  lacking  in  artistic  self-display. 
Even  with  an  extreme  degree  of  spectacular  talent  exercised  expressly  for 
spectacle,  Tiepolo  never  once  shows  off.  His  characters  sometimes  seem  to 
do  so,  and  so  we  smile  at  them;  but  the  flavor  of  his  own  performance  keeps 
an  amazing  modesty  among  the  audacious  clustering  of  the  personnel.  We 
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never  gasp  at  him,  only  at  it.  One  reason  for  this  is  that  same  reticence  that 
keeps  much  of  the  sky  blank  and  the  staffage  economically  small,  the  in- 
vented views  of  heaven  or  Egypt  or  Tauris  rendered  with  very  few  token 
props,  and  the  clothes  rightly  created  according  to  true  sartorial 
possibility. 

This  is  quite  unlike  Tintoretto,  from  whom  Tiepolo  learned  so  much. 
There  seems  to  be  no  break  at  all  in  Tintoretto's  heroic  compositions,  and 
no  space  for  the  surging  figures  to  use — every  inch  is  taken  up  with  Tinto- 
retto's genius.  Tiepolo  instead  makes  a  screenlike  transparency  predomi- 
nate. Like  a  watercolorist  leaving  a  lot  of  room  for  the  light  of  the  paper  to 
assert  itself,  he  leaves  the  sweep  of  ceiling  free  to  be  a  pregnant  space  into 
which  we  may  stare,  expecting  yet  more  gods  to  appear.  The  result  is  much 
less  apparent  assertion  on  the  artist's  part  and  much  more  on  that  of  his 
rising,  looming,  floating  figures — and  more,  in  turn,  by  the  viewer's  imagi- 
nation, which  leaps  to  people  the  void.  On  the  ceiling  of  the  staircase  at  the 


Tic  polo,  Pirancsi,  Canolctto 


22  7 


Wurzburg  Residenz,  Apollo  only  fleetingly  and  ultimately  shows  up  on  the 
huge  screen,  where  we  keep  searching  the  dim  sky  for  him  as  we  walk  up 
the  steps. 

The  perspective  of  Tiepolo's  small  elements  is  so  perfect  that  it  holds 
true  across  empty  air  unpunctuated  by  any  clouds,  buildings,  or  bodies. 
The  big  flat  areas  of  mauve-and-gray  fog  on  the  Wurzburg  staircase  ceiling 
read  effortlessly  as  real  places  in  the  sky,  because  the  allegorical  groups 
sitting  miles  away  on  the  edges  are  so  comfortably  situated  in  their  little 
spaces.  Their  very  ease  creates  believability  for  the  sparse  and  episodic  ac- 
tion in  the  skyey  center. 

Tiepolo  made  complete  oil  sketches  of  his  ceilings  before  he  painted 
them — not  drawings  for  the  separate  parts,  but  whole  preliminary  ver- 
sions, which  might  turn  out  differently  when  fully  realized  ///  situ,  where  he 
worked  directly  and  as  if  spontaneously.  This  also  is  unlike  the  painstaking 
cartoon  method  of  exact  preparation,  and  more  like  a  Dutch  painter,  or 
Watteau,  or  an  art  director  doing  sequences  of  continuity  sketches.  The 
haphazard  look  of  the  final  event  is  supported  by  whole-scene  preparation 
— the  moment  is  never  still,  each  view  of  it  must  be  a  new  one. 

The  atmospheric  presence  of  architecture  in  Tiepolo's  frescoes  makes  a 
large  contribution  to  their  cinematic  flavor,  just  as  architectural  ambience 
has  so  much  power  in  film.  It  is  buildings  and  parts  of  buildings,  rooms 
from  inside  and  out,  streets,  stairways,  and  hallways  that  fix  movies  inside 
the  soul,  far  more  than  any  of  these  things  have  the  power  to  do  for  plays  on 
the  stage.  Stage  sets  have  an  acknowledged  independent  magic,  however 
effective  they  may  be  for  the  drama.  They  are  often  admired  for  them- 
selves, and  applauded  before  the  action  begins.  But  in  movies,  only  natural 
scenery  can  have  such  independent  claims  and  can  seem  so  arbitrary  and 
detachable.  Man-made  places  are  inescapably  bonded  to  the  human  feeling 
and  action  they  surround.  They  share  and  often  create  the  menace  and  ten- 
sion, the  grandeur  and  euphoria,  the  banality  and  slackness  of  scenes, 
chiefly  because  we  ourselves  are  always  in  them  along  with  the  staffagc. 
Standard  theatrical  distance  is  impossible,  except  for  some  of  the  sunsets 
and  mountains  that  keep  their  distance  in  life  as  well  as  art.  And  so  in  Tie- 
polo,  a  small  painted  cornice  or  staircase,  one  bit  of  rigging,  or  one  group  of 
columns  grounds  the  whole  scene  in  festivity,  archaic  solemnity,  or 
coziness. 

But  the  stairs  and  columns  in  Tiepolo's  works  were  in  fact  not  done  by 
him.  They  were  provided  by  an  expert  in  architectural  illusionism  called 
Mengozzi-Colonna,  one  of  many  in  a  long  Italian  decorative  tradition.  It 
was  these  artists  of  quadratura — illusionistic  fantasy  architecture — who 
most  successfully  created  movielike  fictions  out  of  the  whole  environment, 
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when  they  covered  the  walls  or  ceilings  of  real  rooms  and  corridors  with  in- 
vented architectural  vistas.  It  was  done  not  simply  to  deceive  the  eye  or  tell 
a  story,  but  to  set  a  dramatic  mood  by  insisting  on  a  direct  emotional  en- 
gagement with  Active  material  surroundings.  This  is  the  same  thing  Grif- 
fith did  with  the  famous  set  for  Intolerance.  Architectural  members  of  great 
size,  unexpected  prospects,  and  steeply  rising  angles  pleasurably  unsettle 
and  excite  the  viewer,  especially  if  everything  is  in  natural  lighting,  tex- 
ture, and  detail,  and  also  in  perfect  perspective.  Again,  as  with  sci-fi 
movies  or  with  the  heavenly  action  stirred  up  by  Tiepolo,  the  response  is 
largely  exhilaration  at  the  overreaching  make-believe,  not  solemn  awe,  even 
if  the  structures  or  the  action  are  solemn  and  awesome. 

The  emotional  possibilities  for  pictured  buildings  were  first  explored  in 
the  late  Baroque  period  by  the  Bibiena  family,  who  concentrated  on  stage 
settings.  They  invented  the  scena  per  angolo,  whereby  the  viewer  is  given  an 
off-center  view  of  part  of  a  palace,  street,  or  temple,  and  so  invited  to  think 
of  himself  as  moving  toward  a  door  or  a  gate  or  toward  some  possible  mo- 
ment of  resolution.  Asymmetry  was  a  common  Rococo  feature,  even  for 
small  decorative  motifs;  but  when  it  is  used  for  architectural  imagery  that 
is  otherwise  rendered  solid  and  rational,  its  emotional  charge  is  very  great. 
The  high  tension  between  the  unstable  angled  view  and  the  stable  authority 
of  the  structure  itself  generates  a  nameless  excitement  that  simply  waits 
for  a  human  situation  to  fill  it  with  significance.  Failing  that,  the  excite- 
ment stays  in  solution,  ready  for  any  of  us  to  precipitate  it.  Architectural 
rendering  has  ever  since  chosen  the  view  from  an  angle  that  makes  one 
corner  loom  up  and  declare  an  emotional  dimension  to  the  school  or  factory 
it  aims  to  sell  (8.6). 

THE  ITALIAN  tradition  for  such  pictured  scenic  architecture  did 
have  a  direct  cinematic  descendant.  In  1911  and  thereafter  for  a  few  years, 
several  historical  spectacular  films  were  made  in  Italy  (and  exported  to 
America)  that  used  clear  references  to  Bibiena  inventions — but  in  the  film 
medium  they  could  be  actually  built  sets,  photographed  with  people  in 
them,  not  illusionistic  backdrops  (8.7,  8.8).  Quo  Vadis,  Cabiria,  Theodora, 
and  others  made  a  great  impact,  largely  because  of  their  substantial,  au- 
thoritative sets,  which  have  the  strong  operatic  power  of  the  historical  Bi- 
biena designs.  They  had  an  influence  on  Griffith,  and  through  him  on  all 
later  spectacular  movie  sets  that  have  depended  on  the  deployment  of  he- 
roic, emotionally  styled  architecture. 

Such  early  movie  sets  were  naturally  realized  in  black  and  white;  but  it  is 
an  interesting  point  about  actual  Baroque  stage  design  that  the  settings  of 
that  time  were  conceived  and  executed  in  monochrome.  Illusion  was  ere- 
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ated  by  a  blend  of  brilliantly  clear  delineation  and  chiaroscuro.  This  was 
necessary  because  stage  lighting  was  achieved  by  the  glow  of  reflected 
candlepower,  which  effectively  washed  out  color.  Sheen  and  glitter  were 
consequently  most  important  for  costume,  as  they  later  were  for  film  cos- 
tume; and  for  settings,  drama  was  focused  by  black-and-white  architectural 
renderings,  still  designed  to  suit  the  piece  according  to  the  Renaissance 
program  for  comedy,  tragedy,  and  satire,  but  increasingly  enlivened  by  dy- 
namic angled  views  and  the  sophisticated  use  of  pictured  lighting.  Color 
could  not  carry. 

The  black-and-white  medium  in  which  architectural  movie  magic  was 
first  promulgated  thus  had  a  direct  predecessor  in  the  Italian  graphic 
mode  for  monumental  stage  design.  By  1700  European  audiences  had  al- 
ready learned  how  the  very  colorlessness  of  great  visionary  structures  in- 
creases their  power  to  concentrate  drama  through  architecture.  The 
designers  of  Giovanni  Pastrones  Cabiria  could  use  this  monochromatic 
storehouse  of  Baroque  scenic  effects,  and  project  their  influence  into  our 
own  time  in  the  new  graphic  medium  for  drama,  where  the  same  methods 
have  since  given  us  overwhelming  movie  moments  in  railroad  stations, 
warehouses,  stairwells,  and  sewers.  Architectural  photographers  have 
shared  in  the  theme;  but  movie  sets  in  all  their  possible  extremes,  and  their 
consequent  grip  on  the  inner  life,  are  closer  to  the  Bibienas'  dynamic  con- 
ceptions or  to  Mengozzi-Colonna's  wondrous  fresco  settings  for  Tiepolo. 
Even  these  tend  toward  monochromy,  as  if  under  the  double  bleaching  ef- 
fect of  ordinary  daylight  and  the  hot  glare  of  fantasy. 

the  MOST  advanced  visual  associate  of  the  great  Rococo  scenic  de- 
signers was  Piranesi,  to  whom  the  modern  movie-loving  world  so  deeply  re- 
sponds. His  engravings  of  magnificent  ruins  and  imaginary  prisons 
daringly  offer  their  lofty  antique  stabilities  as  ghosts  and  dreams,  projec- 
tions of  inner  states  and  unspeakable  fears,  without  ever  resorting  to  any 
standard  fantastic  vocabulary  (8.9).  Piranesi  worked  in  the  same  vein  as 
those  artists  who  designed  architectural  fantasies  to  be  independent  paint- 
ings, which  might  thereafter  also  be  engraved.  Many  such  works  (by  Pan- 
nini,  for  example)  were  very  elaborate  in  the  received  Rococo  manner, 
which  lets  exuberant  ornament  stand  for  richness  of  imagination.  The  ef- 
fect can  be  charming,  a  deliberate  flirtation  with  unreality,  a  rare  display 
of  fancy  in  flight.  But  Piranesi  was  a  pivotal  figure,  already  looking  toward 
the  dramatic  simplicities  of  Neoclassicism,  and  even  beyond  them  to  the 
radical  temper  of  modern  design.  We  find  his  fantasies  all  the  more  effec- 
tive for  their  decorative  restraint,  which  lends  greater  force  to  the  play  of 
light  and  shade  on  primary  architectural  form.  His  first  prison  prints  show 
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the  influence  of  Tiepolo's  strange  little  graphic  works,  but  instead  of  the 
odd  disposition  of  ambiguous  characters,  Piranesi  groups  huge  interior 
spaces  in  the  same  inconclusive  and  suggestive  manner. 

The  effect  of  a  screen  of  flickering  atmosphere  infuses  these  black-and- 
white  works,  rather  than  one  of  solid  form  rationally  illuminated  and  artic- 
ulated. The  look  is  not  that  of  abstract  pattern  on  a  surface,  but  of  a 
painted  veil  lit  from  behind — the  same  paradigm  of  personal  consciousness 
that  makes  the  illuminated  manuscripts,  watercolors,  and  the  movies 
so  psychologically  penetrating.  The  effect  lends  vast  presence  to  sparse- 
ly peopled  architecture  and  makes  us  mentally  fill  it  like  a  screen  with 
possible  conflict  and  passion  or  accident  and  incident,  all  nebulous  and 
unrealized. 

CANALETTO  was  the  other  eighteenth-century  Italian  creator  of 
screenlike  scenes  admired  in  modern  times.  This  artist  operated  in  a  mode 
quite  different  from  Piranesi's,  and  his  topographical  works  held  a  far  dif- 
ferent sort  of  artistic  status.  Piranesi  shared  in  the  international,  universal 
prestige  of  architecture,  archeological  study,  and  fine  printmaking,  all  of 
which  stood  higher  than  the  kind  of  local  topographical  painting  in  which 


Ticpolo,  PiraiH.si,  Canaletto 


2 :] :] 


Canaletto  specialized,  which  was  chiefly  marketed  to  English  tourists  in 
Venice. 

Piranesi  was  an  academic  theorist,  learned  and  directly  influential  upon 
the  Neoclassic  and  Romantic  movements  to  come,  as  well  as  upon  the  next 
trends  in  the  history  of  design.  Canaletto  was  officially  trivial,  pleasing 
and  successful  but  without  any  acknowledged  intellectual  or  esthetic  reso- 
nance for  the  future.  And  yet  Canaletto  could  also  create  that  same  cine- 
matic expectancy  out  of  nothing  hut  the  flickering  light  and  its  answering 
shadows  on  masonry,  the  look  of  assorted  idlers  passing  who  are  neverthe- 
less all  equally  apt  for  dramatic  encounter.  Berckheyde  and  I)e  Witte  had 
done  it  in  Holland  fifty  years  earlier;  but  Canaletto,  like  Vermeer,  could  do 
it  out  of  flecks  of  paint,  as  if  insisting  that  an  emotive  force  dwells  in  the 
sheer  optical  it  y  of  visual  experience,  not  its  intelligibility.  The  eye  drinks 
up  the  scene  and  the  psyche  manufactures  the  drama  out  of  it,  below  the 
level  of  conscious  thought. 

Canaletto  did  do  a  series  of  magnificent  topographical  etchings  that 
plainly  link  him  witli  Piranesi's  kind  of  suggestive  graphic  poetry,  which  is 
founded  entirely  on  the  simple  realities  of  an  architectural  milieu  (8.10). 
Such  early-eighteenth-century  explorations  into  the  poetic  possibilities  of 
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city  views  and  those  of  other  groups  of  buildings  large  and  small,  crum- 
bling or  glittering,  presage  the  importance  of  topographical  art  for  Roman- 
ticism, and  eventually  for  movie  romanticism — which  both  have  the  same 
origins  in  North  European  art.  The  Vermeer  Vie  w  of  Delft  and  the  Berck- 
heyde  views  had  set  the  standard  for  deliberately  non-fantastical,  non- 
picturesque,  quasi-neutral  renderings  of  buildings  that  nevertheless  invite 
subjective  engagement  through  the  use  of  light.  The  Italian  contribution 
was  the  elegant  Bibiena  formula  for  putting  classic  architecture  into  dra- 
matic motion,  using  its  elements  to  urge  the  play  of  fantasy.  Canaletto  and 
other  Venetian  view-painters  created  a  synthesis  of  both,  which  culminated 
in  the  German  Romantic  landscape-painters  and  the  English  watercolor- 
ists.  These  both  used  plain  topography  for  an  accumulation  of  poetic  ends 
that  have  had  their  most  recent  effect  in  modern  film. 

Piranesi  and  Canaletto  were  both  trained  in  set  design;  but  both,  like 
Tiepolo,  too,  turned  the  themes  of  stage  setting  into  that  charged  simula- 
crum of  the  real  environment  which  film  sets  now  offer.  Groups  of  real  and 
solid  architectural  forms,  like  those  often  actually  built  as  well  as  painted 
on  backdrops,  are  transmuted  by  these  artists  into  momentary,  shifting, 
movie-camera-like  views.  Everything  is  clear  and  in  perfect  perspective, 
but  it  only  exists  now,  as  the  sun  strikes,  and  we  look  and  wait  to  know 
more.  In  a  moment  it  will  dissolve,  or  we  will  move,  and  another  will  replace 
it;  the  flecks  on  the  screen  are  in  perpetual  motion.  In  Canaletto's  Venice, 
just  as  in  Piranesi's  colorless  Rome  or  Hopper's  New  York,  the  atmosphere 
crackles  with  possibility.  There  is  no  need  for  artful  gloom,  mist,  or  dra- 
matic distortion  to  produce  it — it  is  in  the  crisp  shadows  cast  by  the  day- 
light on  the  cornice,  the  window  ledge,  or  the  angle  of  the  balustrade. 

Admirers  of  serious  painting  have  tended  to  prefer  Guardi  to  Canaletto. 
Guardi's  works,  many  of  them  tiny  vignettes,  have  a  fresh  painterly  econ- 
omy that  makes  them  seem  like  much  better  works  of  art  than  Canaletto's 
straight  and  thoroughgoing  views.  But  whereas  Guardi  gives  a  good  sense 
of  the  painter's  mastery,  which  always  provides  a  certain  emotional  com- 
pleteness, Canaletto  instead  gives  the  perfect  sense  of  place,  which  ideally 
remains  incomplete,  as:  We  can  see  that  we  are  very  much  here — but  now 
what  will  happen  here?  As  in  Tiepolo's  ceilings,  the  disposition  of  empty 
space  helps  give  the  Canaletto  scenes  such  expectancy,  especially  in  The 
Thames  and  London  from  Richmond  House,  and  Whitehall  and  the  Privy 
Garden,  which  come  from  his  various  London  sojourns  (8.11).  The  open 
sky,  the  smooth  water,  the  empty  roadway  draw  us  on,  and  cause  possible 
meanings  to  coast  across  their  flat  expanses,  gathering  momentum  and 
waiting  to  discharge  themselves. 

These  and  other  Canaletto  townscapes  seen  across  water  contain  an  echo 
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of  a  Dutch  artist  from  even  earlier  in  the  seventeenth  century  than  Berck- 
heyde  and  De  Witte.  Esaias  van  de  Velde's  View  of  the  Zierickzee  was 
painted  in  1618,  thirty  years  before  Vernieer  was  to  paint  Delft;  but  it 
shows  that  the  source  of  pure  topographic  poetry  had  already  been  tapped 
in  Holland  (8.12).  The  Dutch  city,  like  Vermeer's  Delft  and  Canaletto's 
Venice,  seems  already  posing  for  Wordsworth,  "all  bright  and  glittering  in 
the  smokeless  air,"  with  the  sweep  of  bird  and  cloud  ready  to  move  us 
across  the  view,  and  pull  out  of  us  the  surge  of  feeling — "Dear  God!  The 
very  houses  seem  asleep." 
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The  total  flavor  of  Canaletto's  oeuvre  is  in  fact  uneven  and  untrustwor- 
thy, as  if  each  picture,  instead  of  being  a  complete  example  of  a  painter's 
general  onward  struggle  for  perfection — a  performance,  as  Guardi's  are — 
is  rather  one  of  an  endless  series  of  rehearsals,  experimental  frames  of 
which  many  come  out  brilliantly  and  some  seem  dead.  A  number  of  them 
are  also  imaginary.  The  eighteenth-century  Italian  development  of  the  ar- 
chitectural capriccio,  or  imaginary  ideal  view,  indicates  a  new  focus  on  the 
independent  emotional  flavor  of  buildings,  apart  from  their  embellishment 
of  the  landscape,  their  practical  interest  as  landmarks,  or  even  their  tradi- 
tional theatrical  uses.  By  the  time  of  Canaletto  and  Piranesi,  buildings  had 
become  characters — as  the  Dutch  had  seen  them,  and  as  Chardin  had  seen 
the  objects  in  the  kitchen.  The  consequent  impulse  to  reshape  and  regroup 
the  real  ones,  and  to  make  up  new  ones  real  enough  to  convince  and  to 
charm,  is  a  branch  of  imaginative  skill  akin  to  the  new  style  of  invention  for 
literary  characters — buildings  are  not  just  dramatis  personae,  but  more 
like  the  people  in  novels. 

Like  Clarissa  or  Madame  de  Merteuil,  Canaletto's  Palace  with  Clock 
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Tower  is  alive  (8.13).  The  cool  interior  waits  behind  the  shutters  as  the 
leaves  cast  shadows  on  the  hot  stuccoed  wall.  And  yet  this  is  a  total  fiction, 
a  movie  set  built  out  of  the  designer's  head  and  brought  to  life  in  sparkling 
sunshine  only  on  Canaletto's  screen.  This  kind  of  capriccio  has  an  environ- 
mental authority  lacking  in  the  invented  stage  sets  that  serve  as  painted 
backdrops  to  live  action,  or  lacking  in  any  deliberately  fantastical,  ornate 
confection  that  you  can  look  at,  but  not  be  in.  Here,  as  in  Piranesi's 
prisons,  the  fictional  building  and  people  are  living  together,  forming  an 
entire  possible  world,  including  the  undertones  and  overtones  of  transience 
that  can  be  felt  in  the  looks  of  any  real  building,  fresh  or  faded. 

Buildings  attempt  to  defy  time.  Certain  pictures  of  buildings,  by  show- 
ing the  light  in  motion  on  their  faces  and  forms,  bring  up  this  aspect  of 
their  purpose,  especially  if  structures  are  shown  in  a  state  of  decay.  Time  is 
often  shown  to  abrade  the  bodies  and  claim  the  lives  of  buildings  only  a  lit- 
tle less  quickly  than  it  sets  its  mark  on  humans.  But  in  such  visionary  form, 
in  a  fleeting  picture,  an  imaginary  building  lives  forever  like  a  Tara  or  a 
Manderley,  where  groups  and  crowds  may  always  be  gathering  in  solid 
halls  and  porticoes  that  never  were. 

The  people  in  Canaletto's  scenes  are  related  to  those  in  Piranesi's,  and 
both  show  connections  with  Watteau's  personnel,  especially  his  figures  <l< 
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mode  and  figures  di verses.  The  insouciant  brilliance  of  rendering  is  the 
same;  and  so  is  the  graphic  quality,  the  fashion-art  immediacy  of  the  fig- 
ures (8.14).  Peasants  drawing  water  and  gentry  in  wigs  have  equal  pa- 
nache, shared  with  Piranesi's  archeology-minded  gentlemen  gesticulating 
over  unearthed  shards.  The  figures  in  Canaletto's  scenes  are  all  energeti- 
cally alive,  wearing  their  "characteristic"  or  "typical"  costumes  with  brisk 
grace.  None  has  Hogarthian  grotesqueness  or  overmannered  prettiness. 
There  is  no  comic  exaggeration,  only  a  high-comic,  slightly  ironic  charm. 
Like  Watteau's  garden  groups,  they  have  the  ideal  urban  look,  even  in  the 
occasional  country-house  setting:  variety  of  civilized  movement,  diversity 
of  class  and  function  without  unwonted  extremes.  Poor  and  rich  are 
present,  but  no  one  is  misshapen  or  covered  with  sores;  nor  is  anyone  over- 
dressed or  overweight. 

This  moderation  in  Canaletto's  vision  of  population  gives  it  a  far  greater 
degree  of  optical  truth  than  does  the  kind  of  panorama  insistent  on  notice- 
able contrasts;  his  tempered,  quasi-Dutch  approach  to  street  scenes  echoes 
the  true  harmonizing  action  of  the  neutral  scanning  eye.  A  false  "reality" 
of  egregious  skeletal  beggars  and  bloated  grandees  (both  of  which  undoubt- 
edly existed  in  eighteenth-century  Venice  and  London)  would  in  fact  be  an 
idealization  (or  ideologizing),  a  stylization  of  what  is  known,  rather  than  a 
true  mirror  of  what  is  seen. 

If  you  look  closely  at  some  of  Canaletto's  poor,  you  can  see  that  they 
might  be  sick  or  wretched  or  crazy,  or  the  rich  depraved,  if  you  could  ap- 
proach near  enough  to  examine  individuals.  But  the  light  here  reserves  its 
own  excitement.  It  shines  indiscriminately  on  human  life,  as  if  to  suggest 
an  equal  dramatic  potentiality  in  any  small  part  of  it,  a  sparkling,  general 
potentiality  created  by  the  sky  itself.  The  camera  may  at  any  moment  move 
in  on  this  poor  gondolier  or  that  rich  statesman,  or  sharpen  the  focus  on 
this  group  of  basket-bearing  gossips;  but  the  clouds  sweep,  gather,  and  dis- 
perse without  favor  over  them  all.  Palace,  tenement,  and  church  expertly 
receive  sun  and  return  shadow;  all  facades  show  an  equal  skill  in  the  task. 
We  are  moved  by  the  democracy  of  light  that  governs  cities,  showing  what 
they  are  made  of,  testing  and  embellishing,  exposing  and  rewarding  them, 
keeping  time  alive  in  them. 
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VVILLIAM  HOGARTH,  born  the  same  year  as  Cana- 
letto,  is  adored  by  the  English  because  he  seems  so  free  of  continental  in- 
fluence, so  deliciously  indigenous.  The  vigor  and  beauty  of  his  painting 
actually  owe  much  to  the  French  Rococo  manner,  but  certainly  nothing  to 
any  obsession  with  classic  greatness — he  pokes  satisfying  fun  at  Old  Mas- 
ters— and  his  illustrative  method  shows  a  perfect  British  independence  of 
the  Dutch  genre  style.  Hogarth  in  fact  removes  the  Dutch  optical  element 
entirely  from  his  paintings:  they  are  full  of  obvious  conscious  superiority 
and  artistic  intervention. 

They  are  also  infused  with  the  strong  literary  tenor  that  characterizes  so 
much  English  creative  talent,  and  that  has  made  the  dramatic  stage  and  the 
novel  such  brilliant  English  media.  There  is  nothing  cinematic  about  Ho- 
garth pictures,  because  there  is  very  little  in  his  work  that  corresponds  to 
the  sting  of  direct  vision.  For  Hogarth,  the  truth  in  pictures  is  best  con- 
veyed by  working  on  the  viewer's  previously  digested  visual  assumptions, 
as  cartoon  art  and  the  satiric  stage  always  do.  In  Hogarth's  graphic  works 
the  imagery  is  jammed  with  meaning  and  crowded  with  incident;  every- 
thing is  demonstrated  and  explicated  in  successive  paragraphs  of  witty  pic- 
torial prose.  The  spatial  arrangements  are  made  especially  for  such  a 
purpose,  and  have  that  showcase,  stage-picture  look,  the  familiar  shadow 
box  in  which  the  eye  is  primed  to  find  clues,  tags,  and  keys  in  an  accus- 
tomed array.  Hogarth  is  much  praised  as  a  portrayer  of  individuals,  begin- 
ning with  his  portraits  and  ending  with  the  famous  engraved  scenes  about 
the  rake  and  the  harlot,  the  apprentices  and  the  ill-matched  spouses.  Such 
vivid  individuals  as  he  created,  however,  are  not  shown  inside  a  believable 
visual  field.  Even  the  famous  composite  portrait  of  his  servants  shows  the 
faces  in  isolation,  each  a  masterpiece  with  no  milieu. 
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Whereas  the  total  mise-en-scene  in  a  Hogarth  engraving  reads  like  spir- 
ited prose,  the  slight  exaggeration  of  every  figure  gives  each  personage  the 
specific  effect  of  a  declaimed  verse,  wherein  pertinent  details,  many  of 
them  stupid  and  messy,  are  described  in  clear  and  clever  rhymes.  Hogarth 
was  a  self-confessed  moralist — the  believability  of  his  pictorial  declama- 
tion depended  on  his  brilliant  use  of  parable,  where  the  characters  are  all 
examples. 

His  rendering  of  situations,  however,  does  not  rely  on  revelatory  power, 
the  truth  of  apparition.  The  movement  of  light  has  very  little  force  in  his 
schemes.  The  grouping  is  done  with  contrasts  of  delineation — the  fat  jux- 
taposed with  the  thin,  the  stiff  with  the  loose,  the  hideously  distorted  with 
the  pure  and  simple.  Faces  are  reduced  versions  of  the  program.  Hogarth's 
approach  to  us  is  made  as  if  to  readers  of  Augustan  poetry,  which  wraps 
and  pins  the  brutal  absurdity  of  life  into  stunning  couplets,  rather  than  to 
sympathetic  observers  eyeing  the  difficult  world.  Hogarth's  engraved 
stories  show  how  a  picture  can  be  deftly  filtered  through  the  familiar  lan- 
guage of  printed  lines,  the  same  one  that  purveys  moral  tales  and  exposi- 
tory verses,  so  as  to  indicate  by  the  picture's  very  form  that  it,  like  them,  is 
to  be  read  through — perhaps  aloud  or  set  to  music — not  grasped  at  one 
glance. 

Hogarth  was  a  great  absorber  of  European  artistic  styles  through  the 
medium  of  engraved  reproduction,  and  he  was  very  good  at  quoting  them. 
The  refined  languages  of  French  engraving  had,  moreover,  become  well 
known  in  England  by  his  time,  and  Hogarth  himself  was  a  friend  of  the 
French  engraver  Gravelot,  who  lived  for  years  in  England  and  had  a  deep 
effect  on  English  graphics.  Book  illustration  was  a  French  luxury  product 
available  in  England,  and  Shakespeare  illustration  was  already  an  English 
speciality  in  this  French  medium;  the  English  public  for  art  was  well  ac- 
customed to  beautifully  engraved  picture-stories,  offered  in  a  lofty  literary 
context.  Hogarth's  transformation  of  exquisite  engraving  into  a  medium 
for  the  kind  of  crude  morality  tale  formerly  confined  to  cheap  broadsides 
was  thus  a  stroke  of  publicizing  genius;  but  it  also  kept  his  narrative  imag- 
ery firmly  inside  the  sphere  of  literary  form.  It  was  only  in  the  portraits,  in- 
cluding that  of  the  anonymous  shrimp  girl,  that  Hogarth  used  a  truly 
painterly  eye,  even  a  cinematic  one,  which  sees  the  process  of  experience  at 
work,  not  just  the  chain  of  circumstance. 

Joseph  Highmore's  paintings  that  illustrate  Richardson's  Pamela  come 
much  closer  than  Hogarth's  to  Chardin's  groups  and  even  to  Watteau's, 
and  to  Dutch  genre  art,  especially  in  the  use  of  light  to  produce  the  sense  of 
motion  and  the  process  of  feeling.  Highmore  also  learned  the  French  les- 
son of  using  modishness  for  figures  that  are  to  look  satisfying  while  they 
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tell  a  simple  moral  story.  Highmore's  portrait  called  Mr.  Oldham  and  his 
Friends  has  a  movie-frame  look  akin  to  Terbrugghen's  Matthew,  where  some 
odd-looking  men  are  shown  interacting  ambiguously  around  a  tabletop, 
and  we  feel  drawn  into  their  company  to  find  out  who  they  are  and  what's 
afoot  (9.1).  The  people  in  this  painting  seem  naturally  funny;  Highmore 
doesn't  push  their  comic  features  at  us,  we  are  free  to  see  them  for  our- 
selves, and  feel  spontaneously  disarmed  by  them.  They  make  Hogarth's 
comic  turns  like  A  Midnight  Modern  Conversation  seem  all  the  more  stagy, 
because  Hogarth  pointedly  urges  us  to  laugh  at  his  topers  and  smokers 
with  superior  detachment  (9.2). 

But  Highmore's  group,  like  his  Pamela  and  Clarissa  series  and  Ho- 
garth's oeuvre,  mainly  underscores  the  new  secular  and  illustrative  turn 
taken  by  painting  altogether,  which  represents  a  giant  step  along  the  route 
of  cinematic  representation.  Recounting  contemporary  moral  tales  outright 
without  any  Biblical  or  legendary  guises  has  been  a  primary  movie  task 
from  the  start,  as  it  was  the  task  of  fiction  in  the  nineteenth  century;  but 
film  has  been  especially  good  at  working  in  the  opposite  direction,  creating 
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!).2   WILLIAM  HOGARTH,  A  Midnight  Modern  Conversation 


myths  out  of  new  material  and  hiding  evidence  of  old  sources,  even  while 
making  use  of  their  abiding  power.  Panofsky  connected  this  impulse  of  cin- 
ema with  medieval  stories  in  pictures;  but  the  true  cinematic  visual  .style, 
not  theme — which  can  convey  the  direct  sense  of  personal  feeling  (or  per- 
sonal fantasy)  even  while  it  illustrates  an  edifying  modern  parable  and 
draws  secretly  on  an  ancient  myth — was  only  really  perfected  by  the  late 
seventeenth  century  and  refined  in  the  eighteenth.  It  goes  with  a  combina- 
tion, apparently,  of  ascendant  Protestantism  and  capitalism,  such  as  pre- 
vailed in  seventeenth-century  Holland,  eighteenth-century  England,  and 
eventually  in  America,  the  natural  home  of  the  movies. 

In  such  works  of  art  in  Highmore's  and  Ohardin's  time,  the  clever  combi- 
nation of  natural  appearances  with  figures  inspired  by  fashion  art  gave  a 
modern  interior  that  same  look  of  a  lived-in  dream  that  movies  now  purvey, 
while  they  deliciously  transmit  their  modern  homilies  of  ambition  and  duty, 
love  and  betrayal  (1). '.]).  This  device  makes  narrative  into  two  things  at  once, 
as  movies  do:  one  is  the  sequence  of  events,  the  plot;  the  other  is  the  se- 
quence of  our  personal  experiences  that  accompanies  the  plot,  consisting  of 
apparently  irrelevant  phenomena,  the  precise  flavor  of  physical  atmos- 
phere, and  the  engagement  of  private  memory  and  fantasy.  In  present-day 
modern  film,  as  in  modern  fiction,  such  material  may  in  fact  constitute  the 
whole  of  the  narrative,  and  be  satisfying  and  comprehensible.  I)e  Hooch 


9.. 'J    JOSEPH  HIGHMORK,    The  Harlow  Family 


had  long  ago  created  the  same  effect  with  imaginary  palaces,  and  without 
using  any  anecdotal  content;  Schalcken  had  been  more  of  a  storyteller. 
Highmore  produced  natural-seeming  moments  in  poignant  middle-class 
stories  with  fairy-tale  overtones,  just  as  Dutch  religious  painters  in  the 
previous  century  gave  the  legends  the  flavor  of  middle-class  confrontations 
and  dilemmas. 

By  the  eighteenth  century  the  visual  form  of  modern  narrative  had  the 
advantage  of  the  cameralike,  subjective  expressiveness  that  the  Dutch  had 
perfected,  to  create  direct  emotional  pull.  But  Hogarth  didn't  use  it.  His 
work  is  more  like  the  medieval  carvings  or  the  earliest  danse  macabre 
prints,  before  Holbein,  where  the  form  itself  has  its  own  vigorous  authority, 
and  the  moral  meaning  is  thrust  home  through  that.  It  is  not  Tom  Rake- 
well's  plight  but  Hogarth's  mind  and  hand  we  are  forced  to  confront,  and 
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feel,  and  take  personally,  almost  physically;  we  get  his  wonderful  way  with 
description,  like  Diirer's,  not  the  sense  of  witnessing  the  living  of  Tom's  in- 
creasingly desperate  life.  The  force  of  art  prevents  the  picture's  harsh  con- 
tent from  reaching  us  directly. 

Unpretentious  popular  illustrative  graphics  were  already  a  medium  per- 
fected for  secular  thrills  all  over  Europe  by  Hogarth's  time.  Along  with  the 
torture  and  execution  of  heretics  and  the  horrors  of  religious  war,  broad- 
sheets had  illustrated  the  exploits  and  punishments  of  thieves,  kidnappers, 
and  murderers  as  sensationally  as  possible,  and  had  recorded  amazing  and 
awful  phenomena.  Domestic  morality  had  also  long  been  a  theme  for  popu- 
lar prints,  although  popular  pictures  dealt  with  moral  life  in  a  more  allegor- 
ical than  personal  way  until  the  late  seventeenth  century.  Before  that, 
instead  of  a  tale  about  a  real  young  man,  prints  would  illustrate  the  fate  of 
the  Prodigal  Son — in  modern  dress,  perhaps.  Later  on,  a  modern  tale 
would  hide  the  Biblical  one  under  appealing  current  detail  and  dramatic 
circumstance.  By  the  eighteenth  century,  when  Hogarth's  great  scenes 
were  painted,  engraved,  and  published,  both  the  English  and  the  European 
public  were  accustomed  to  straight  realistic  melodrama  and  modern  anec- 
dote, appearing  in  the  form  of  printed  pictures  and  being  used  as  media  for 
general  moral  themes  and  current  events. 

David  Kunzle  has  shown  how  popular  picture-stories  of  the  mid-eight- 
eenth century  began  to  concentrate  on  the  psychological  background  of 
crimes,  and  not  just  on  their  shocking  details  and  grisly  punishments.  The 
personal  character  of  criminals  became  interesting,  and  the  romantic  crim- 
inal came  into  existence — the  dashing  pirate  and  highwayman,  the  jolly  if 
larcenous  woman  of  pleasure,  all  precursors  of  the  movie  gunslinger, 
bounty  hunter,  and  crime  czar,  the  sympathetic  vamp  and  tramp.  At  the 
same  time,  the  study  of  physiognomy  became  an  important  influence  on 
^popular  picture-stories,  allowing  them  to  dwell  on  the  perpetual  comedy  of 
individual  looks.  Caricature  developed  quickly  in  this  new  climate.  It  was 
also  in  the  eighteenth  century  that  emphasis  in  popular  pictures  shifted 
from  a  delight  in  horrors  to  a  horror  of  abuses;  they  began  to  express  the 
sense  of  crime  and  its  suitable  punishment  as  a  social  problem,  not  as 
straight  sensational  entertainment. 

Hogarth  seized  on  and  expounded  all  these  themes  at  once,  and  he  made 
money — but  in  the  most  sophisticated  artistic  media  of  the  time,  that  is, 
French-inspired  painting  and  engraving.  His  pictures  are  not  internally 
cinematic,  but  he  foreshadowed  that  synthesis  of  high  and  low  art  only 
lately  accomplished  in  film,  where  references  to  lofty  prototypes  and  low- 
down  modes  of  current  expression  are  fused  in  the  telling  of  gripping 
human  stories  aimed  at  all  classes.  At  the  time,  such  a  synthesis  was  newly 
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possible  in  forward-looking  England,  where  classes  were  on  the  move,  pub- 
lic opinion  was  becoming  a  recognized  force,  and  it  became  clear  that  public 
feeling,  urged  by  pictures,  could  give  such  opinion  its  shape. 

With  all  this,  history  painting  was  declining,  if  not  in  status,  at  least  in 
importance.  Modern  subjects  became  appropriate  for  serious  painters,  not 
just  for  popular  graphic  artists,  in  the  same  period  that  novels  were  becom- 
ing serious  literature  and  newspapers  and  journals  common  reading.  Indi- 
vidual personal  feeling  evolved  into  an  avowed  theme  for  serious  art,  not  a 
covert  one.  Graphic  skills  and  techniques  inevitably  took  a  corresponding 
leap  forward. 

Aquatint,  which  had  been  invented  in  the  seventeenth  century,  was  a 
graphic  technique  using  the  etching  method,  but  creating  the  transparent 
effect  of  a  wash  drawing  by  letting  the  acid  bite  the  plate  through  a  porous 
ground  of  granulated  resin.  The  medium  was  now  further  developed  to  per- 
mit authentically  tonal  printed  pictures  and  ensure  greater  naturalism  for 
chiaroscuro  effects,  especially  when  used  in  combination  with  etched  lines. 
Goya's  great  Caprichos,  made  at  the  end  of  the  century,  demonstrated  the 
triumph  of  that  medium  as  a  means  of  original  expression,  but  it  had  come 
to  be  used  in  England  to  reproduce  illustrative  and  topographical  water- 
colors,  to  preserve  their  atmospheric  immediacy.  The  invention  of  lithogra- 
phy in  1798  by  the  Bavarian  commercial  artist  Aloys  Senefelder  also 
offered  a  new  field  for  spontaneous  expression  in  directly  reproducible  pic- 
tures. Works  with  the  transparency  of  watercolor  and  the  strong  chiaro- 
scuro of  ink  and  wash  could  be  directly  captured  and  soon  seen  by 
thousands,  without  being  first  netted  in  a  web  of  lines.  Graphic  art  could  be 
more  "graphic"  in  the  sense  of  "truthful,"  less  so  in  the  sense  of  "written." 

News,  commentary,  and  narrative,  both  pictorial  and  literary,  found  a 
ready  public  in  England;  but  for  the  French  public,  official  Academy  exhi- 
bitions and  constant  critical  attention  gave  serious  paintings  a  much 
greater  prestige  and  acknowledged  importance.  Chardin's  paintings  were 
sold  as  engravings  only  after  they  had  been  known  in  Academy  exhibitions. 
Greuze  (whom  the  French  called  "The  French  Hogarth")  owed  his  fame  to 
Diderot's  emotional  response  to  his  works,  expressed  in  lucid  articles  that 
instructed  the  viewing  public  how  to  react.  The  prints  were  sold  accord- 
ingly. Hogarth  received  no  such  critical  enhancement  in  his  own  country: 
he  promoted  his  own  pictures,  and  his  publisher  sold  them — or  they  sold 
themselves,  even  commented  on  themselves  in  the  comic  and  violent  man- 
ner lacking  in  Greuze's  works. 

both  Greuze  and  Hogarth  were  popular  artists  who  were  essentially 
serious  history-painters.  Both  came  eventually  to  use  their  painter's  classi- 
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cal,  art-historical  knowledge  and  training  for  material  that  had  formerly 
only  been  vulgarly  portrayed,  in  works  that  pleased  the  general  public 
much  better  than  any  strictly  popular  artists  had  done.  It  was  a  time  when 
art — good  art — began  to  penetrate  and  inform  life,  when  more  people 
could  see  and  know  and  have  it  and  be  changed  by  it  unawares,  so  as  to  see 
things  on  its  terms.  Movies  have  confirmed  this  process  as  a  law  of  modern 
life;  and  these  two  artists  were  among  those  who  began  it,  in  the  century  of 
general  enlightenment.  Black-and-white  reproducible  images,  needless  to 
say,  were  its  chief  medium. 

Although  Greuze's  emergent  Neoclassic  sensibility  makes  his  graceful 
scenes  of  moral  life  very  different  from  Hogarth's  fierce  and  chaotic  ones, 
both  share  the  idea  of  theatrical  exposition  that  appears  in  modern  musical 
comedy  rather  than  in  movies.  The  music  that  seems  to  infuse  all  their 
scenes  is  expressive  song,  not  emotional  thematic  background  sound,  the 
underscoring  by  which  movies  are  so  well  nourished.  In  both  artists'  work, 
everyone  seems  about  to  sing  or  recite,  not  to  speak.  The  very  aspect  the 
characters  wear,  as  we  have  suggested,  is  conveyed  in  self-evidently  poetic 
style.  So  is  their  behavior.  The  parted  lips  and  extended  hand  of  Greuze's 
fraught  son  or  parent  signal  the  start  of  a  touching  ballad,  just  as  Ho- 
garth's nervous  quack  or  notary  seems  about  to  arrange  brilliant  rhymed 
couplets  into  a  comic  patter-song,  to  explain  his  business,  his  troubles,  and 
his  views.  For  a  modern  opera  based  on  The  Rake's  Progress,  Hogarth  made 
a  natural  third  in  the  Neoclassic  combination  of  Auden  and  Stravinsky: 
they,  too,  modernized  established  modes  by  adapting  them  to  the  ironic 
vein,  instead  of  maintaining  a  reverent  posture  toward  them,  as  Greuze 
kept  trying  to  do  (9.4). 

Greuze  was  already  in  reaction  to  the  Rococo  spirit,  which  in  England 
still  ensured  that  even  Hogarth's  most  horrible  scenes  might  keep  a  light 
touch.  But  Greuze  did  take  up  the  option  to  use  the  appeal  of  current  fash- 
ion for  injecting  serious  genre  subjects  with  an  immediate  eroticism.  His 
fancy-portraits  of  modishly  disheveled  sinful  girls,  swooning  with  the 
pleasures  of  remorse,  have  a  very  familiar  look;  they  resemble  the  modern 
icons  of  commercial  art  that  deliberately  show  no  personal  character  but 
only  an  ideal  fantasy  quality — the  thousands  of  indistinguishable  moist- 
lipped  and  intensely  gazing  faces  selling  the  erotic  element  in  all  forms  of 
goods  and  services,  as  Greuze's  demoiselles  sold  sensuality  and  morality  at 
once. 

Both  Hogarth  and  Greuze  were  moving,  with  their  century,  toward  dem- 
onstrating the  excruciating  pleasures  of  strong  feeling.  They  wished  to 
make  outrage  or  remorse,  despair  or  panic  deliciously  noticeable  and  per- 
haps even  desirable  conditions  of  the  soul,  right  along  with  serenity  and  ex- 
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ultation,  or  extreme  pride,  brutal  lust,  and  smug  complacency.  All  these 
had  first  of  all  to  show,  far  more  than  any  plot  had  to  be  clear — or  than  the 
really  ambiguous  texture  of  feeling  as  it  is  experienced  had  to  be  dealt 
with. 

Hogarth,  and  Diderot  on  Greuze's  behalf,  also  advocated  deliberate 
asymmetry  in  composition,  to  convey  the  sense  of  emotional  drama,  but  in 
their  works  such  arrangements  seem  to  stand  for  emotion  rather  than  gen- 
erating or  reflecting  any.  In  the  effort  not  to  be  decorative  and  frivolous, 
and  to  insist  on  the  moral  meaning  of  the  total  scene,  both  these  artists  also 
forced  all  inanimate  objects  to  serve  the  theme.  This  means  that  the  things 
in  the  pictures  have  none  of  that  passionate  independent  character  that  in- 
vests Chardin's  domestic  gear.  They  are  all  overdetermined;  and  so  they  do 
not  create  the  aura  of  free  psychic  movement  that  gives  inanimate  things  in 
movies  their  important  power. 

Michael  Fried  stresses  the  aim  in  Greuze's  art,  as  Diderot  saw  it  and 
wanted  it,  of  making  the  characters  ignore  or  even  shut  out  any  possible  be- 
holder; and  yet  they  do  seem  ready,  absorbed  as  they  may  be,  to  burst  into 
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rhymed  soliloquy  or  a  solitary  meditative  aria.  The  intense  absorption  of 
these  characters,  like  the  venal  aims  of  Hogarth's  people,  needed  in  fact  to 
be  palpably  overdone  so  as  to  entrance  an  audience,  in  the  ancient  stage 
tradition.  The  viewer  is  not  encompassed  and  drawn  in  as  a  possible  actor, 
as  in  Vermeer  and  in  the  movies,  but  left  staring  and  transfixed  outside  at  a 
given  distance.  He  can't  escape;  and  so  the  moral  can't  escape  him.  Both 
these  artists  are  spellbinders  and  mesmerizers,  weaving  a  net  of  faces  and 
gestures  demanding  the  kind  of  attention  the  stage  gets,  entrapping  an  au- 
dience in  the  bewitching  rites  of  live  performance. 

The  eighteenth-century  illustrator  who  more  closely  followed  along  the 
path  that  leads  between  Rembrandt  and  the  movies  was  the  Polish-German 
artist  Daniel  Chodowiecki,  born  the  year  after  Greuze.  He  was  not  much  of 
a  painter;  but  he,  too,  did  graphic  sequences  showing  the  contrasting  ef- 
fects of  vice  and  virtue  in  modern  life,  besides  satirizing  social  and  esthetic 
pretensions  and  illustrating  works  of  fiction.  His  works  are  in  tiny  format, 
late  echoes  of  the  personal  mode  that  had  been  invented  for  the  medieval  il- 
luminations and  so  strikingly  promoted  in  print  by  Holbein  for  his  Dance  of 
Death.  Two  and  a  half  centuries  later,  Chodowiecki  did  his  miniature 
scenes  as  illustrations  for  printed  almanacs,  for  a  middle-class  audience 
this  time  directly  concerned  with  wealth,  sex,  and  morality,  rather  than 
with  the  meanings  of  sacred  legends  to  a  feudal  hierarchy,  or  with  the  Re- 
naissance view  of  an  old  didactic  form.  But  the  amount  of  drama  Chodo- 
wiecki, like  Holbein,  could  stir  up  in  a  two-by-two-and-a-half-inch  space  is 
astounding,  although  Chodowiecki  himself  was  consciously  borrowing  from 
Hogarth. 

He  was  encouraged  in  this  by  the  German  critic  Lichtenberg,  in  whom 
Hogarth's  works  eventually  found  their  own  most  penetrating  commenta- 
tor and  enthusiast.  But  Chodowiecki  had  a  far  more  subjective  approach  to 
narrative  pictures  than  Hogarth,  especially  with  regard  to  facial  expres- 
sion. Lavater's  huge  illustrated  theory  of  physiognomy,  published  between 
1775  and  1778  and  quickly  translated,  was  encouraging  many  artists  to 
consider  faces  with  new  attention;  but  Lichtenberg  and  Chodowiecki  both 
found  Lavater's  basic  concept — that  the  original  and  God-given  shapes  of 
heads  and  faces  are  absolute  indicators  of  character — to  be  both  supersti- 
tious and  ridiculous.  Lichtenberg  urged  Chodowiecki  to  demonstrate  the 
opposing  modern  idea  that  character  gradually  shapes  the  face.  One  of  his 
sequences  shows  the  progress  of  depravity  and  virtue  in  the  face  alone, 
with  very  little  other  narrative  material  in  each  picture.  They  consequently 
have  a  cinematic,  close-up  look,  immediate  and  personal  (9.5).  On  the  other 
hand,  Hogarth's  faces,  unaffected  by  theory,  are  in  harmony  with  the  well- 
developed  English  theatrical  sensibility,  and  the  artistic  sources  are 
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French  Rococo  in  a  detached  and  refined  tradition.  Chodowiecki's  faces 
follow  a  program  to  disprove  Lavater;  but  his  emotional  and  dramatic 
sources  are  in  Rembrandt — the  aim  is  to  render  the  unconscious  look  of 
psychological  states  and  inward  change,  rather  than  the  acutely  communi- 
cative look  of  conscious  feeling. 

Chodowiecki's  faces  are  devoid  of  grimace;  the  settings  are  simple  but 
suggestive;  the  composition  and  lighting  carry  the  real  drama.  There  is 
very  little  gratuitous  riot  among  subsidiary  characters  and  material  trap- 
pings— the  artist,  like  Greuze,  was  at  work  in  the  Neoclassic  ambience  of 
the  century's  second  half.  But  he  was  also  a  Northern  artist.  The  story  of  a 
rake's  ruin  or  a  dissolute  woman's  downfall  is  told  in  small  moments  and 
encounters  rather  than  scenic  set-pieces,  and  variable  ways  of  opening  up 
the  space  inside  the  little  frames  give  mobility  and  possibility  to  the  under- 
stated action — a  street  leading  back,  with  a  carriage  in  steep  foreshorten- 
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Opposite  above  9.5  DANIEL 
CHODOWIECKI,  two  pages  from 
The  Progress  of  Virtue  and  Vice,  1778. 
Above:  9.6  DANIEL 
CHODOWIECKI,    Thirst  for 
Knowledge  of  the  World.  Scene  from 
The  Life  of  a  Rake,  1774. 
Right:  9.7    DANIEL  CHODOWIECKI, 
Usual  Refuge.  Scene  from  The  Life  of 
an  lU-educated  Girl,  1780 
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ing,  an  open  door  or  window,  and  visible  light  in  motion  to  give  the  scene  a 
psychological  unity  (9.6,  9.7). 

These  printed  narrative  sequences  of  the  eighteenth  century  were  at- 
tempts at  realistic  storytelling  frame  by  frame,  the  creation  of  romans 
muets,  as  the  French  called  Hogarth's  works,  to  parallel  the  plays  and 
novels  of  the  same  period.  Graphic  expression  suited  the  new  secular  narra- 
tive mode;  it  used  old  popular  traditions  as  a  source  for  new  artistic  in- 
sights and  a  base  for  new  artistic  ambitions.  Themes  carried  out  in  graphic 
form,  not  in  painting,  by  a  first-rate  artist  with  first-rate  training,  could  be 
all  the  more  humanly  universal  without  being  religious.  They  could  also  be 
all  the  more  liberated  from  the  solemnities  of  official  high  art  as  well  as 
from  the  perceived  follies  and  impersonal  amoralities  of  official  decorative 
art — that  is,  naked  nymphs  in  the  Boucher  mode.  Graphic  art  offered  a  new 
way  for  an  ambitious  artist  to  be  serious  in  a  secular  vein,  as  genre  art  had 
done  for  the  Dutch;  and  a  similar  way  to  be  successful,  in  the  absence  of 
patronage  from  nobles  or  an  established  Church.  Film  art  has  done  the 
same  for  the  graphic  talents  of  this  century,  allowing  them  to  build  a  great 
new  secular  mythology  and  a  new  universe  of  narrative  vision  on  an  old  pop- 
ular form,  and  to  be  hugely  successful  at  it. 

in  mid-eighteenth-century  England,  the  most  eco- 
nomically advanced  nation  at  the  time,  such  a  commercial  turn  for  art  to 
take  seems  a  suitable  sign  of  those  ambitious  times.  In  France  and  Ger- 
many, producing  narrative  material  in  popular  printed  form  may  rather  be 
associated  with  fresh  ideals  of  freedom,  and  of  artists  as  exponents  of  free 
expression — personal  or  political — and  as  the  only  proper  critics  of  soci- 
ety. In  Spain,  on  the  other  hand,  one  of  the  most  backward  countries  in  Eu- 
rope by  the  end  of  the  eighteenth  century,  Goya  nevertheless  came  to  use 
graphic  media  in  ways  that  were  liberated  from  recent  formal  artistic  lan- 
guages, popular  or  lofty — although  not  from  past  popular  themes.  Goya's 
graphic  art  is  emancipated  but  certainly  not  divorced  from  traditional  pop- 
ular subject  matter;  and  yet  at  the  same  time  Goya  was  a  court  painter  on 
the  most  traditional  model.  There  was  very  little  "public"  in  Spain  of  the 
sort  to  which  Hogarth,  Greuze,  or  Chodowiecki  could  appeal,  and  Napoleon 
came  to  eclipse  the  court  Goya  served.  It  was  perhaps  inevitable  that  he 
should  gradually  become  a  privately  preoccupied  artist  in  the  tradition  of 
Rembrandt,  with  a  coterie  of  admirers  rather  than  a  public.  And,  like  Rem- 
brandt, he  eventually  spoke  to  the  whole  world  through  the  originality  and 
power  of  his  graphic  works. 

Fred  Licht  has  called  Goya  the  first  modern  artist,  showing  that  his  dis- 
turbing and  unflattering  visions  of  his  royal  sitters,  for  example,  demon- 
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strate  not  a  caricatured  version  of  them,  which  would  imply  an  ideal  from 
which  they  departed,  but  a  new  "alienated"  view  that  the  artist  shares  with 
his  portrait  subjects.  Such  a  view  portrays  royal  beings  no  longer  sup- 
ported by  the  structure  of  human  faith  in  God's  will,  which  keeps  them  and 
the  artist  and  the  beholder  alike  convinced  of  their  divinely  ordained  supe- 
riority. It  instead  shows  each  one  thrust  alone  into  the  void,  facing  only 
himself.  Each  prince  or  duchess  appears  to  know  the  same  existential  lone- 
liness that  artists  in  various  media  have  since  shown  is  the  common  lot,  and 
thus  the  proper  common  denominator  in  all  portraits — self-,  royal,  or 
otherwise. 

Goya  as  artist  thus  always  presents  himself  as  fellow  sufferer,  not  as  in- 
terpreter; and  his  works,  especially  the  graphic  sequences  both  early  and 
late,  both  the  Capriehos  and  the  Disasters  of  War,  are  very  basic  documents 
of  the  cinematic  ideal:  the  absolute  subjective  view.  The  viewer  is  engaged 
by  the  subject  itself,  never  by  art's  traditional  view  of  it  or  by  the  artist's 
power  over  it,  which  stands  in  for  God's  power  over  the  ordering  and  mean- 
ing of  human  life.  It  is  basic,  because  Goya  came  more  and  more  to  work 
only  for  himself  and  less  for  any  contemporary  public,  so  his  uses  of  cur- 
rency in  visual  material  became  more  and  more  devoted  to  the  currency  of 
fantasy,  rather  than  of  common  visual  facts  (9.8).  For  the  Caprichos  he 
often  used  common  fantasy  material  from  known  tales  and  plays,  but  in 
private  visualizations,  and  not  for  the  Hogarthian  kind  of  public  commen- 
tary, which  relies  on  quick  audience-recognition  of  visual  cues.  The  cues  he 
instead  wants  us  to  recognize  may  well  be  the  worst  aspects  of  the  inner 
life,  delivered  in  the  same  "graphic" — that  is,  unbearably  immediate — 
style  of  realism  in  which  he  recorded  (in  aquatint)  the  horrors  of  the  Penin- 
sular Campaign,  its  instigation  and  its  aftermath,  or  (in  paint)  the  physical 
looks  of  the  royal  family  and  the  interior  of  a  madhouse. 

Goya  was  a  herald  of  modernity,  as  Licht  persuasively  demonstrates,  but 
he  does  rely  on  certain  formal  precedents,  chiefly  in  Northern  art,  that  long 
before  had  staked  out  some  of  the  same  terrain.  Goya  was  only  more  unre- 
servedly committed  than  some  of  his  contemporaries  to  exploring  further 
that  graphic  universe  of  the  psyche  which  had  already  been  occupied  by 
Altdorfer  and  Seghers,  Elsheimer  and  Rembrandt,  and  those  honorary 
Northerners,  Tiepolo  and  Piranesi.  Since  he  was  not  copying  the  forms  of 
popular  art  for  his  serious  purposes,  Goya  could  keep  relentlessly  to  the 
point,  which  was  the  psychic  illuminations  that  are  possible  to  the  artist 
who  works  in  light  and  shade.  "In  art  there  is  no  need  for  color,"  he  is 
quoted  as  saying;  "Give  me  a  crayon  (that  is  to  say,  chalk],  and  I  will  'paint' 
your  portrait."  He  might  also  be  speaking  for  Diirer  and  Rembrandt.  The 
primitive  side  of  man's  nature,  as  Licht  points  out,  is  what  Goya  unflinch- 
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9.8  francisco  goya,  "Wait  till  you've 
been  anointed.*'  No.  67  of  Los  Caprichos,  17!)<) 


ingly  portrays,  unredeemed  by  belief.  And  the  "primitive,"  if  by  that  is 
meant  the  most  basic  psychological  dispositions  of  the  human  animal,  is 
best  evoked  in  the  primitive  terms  of  night  and  day,  as  the  great  black-and- 
white  movie  directors  have  continually  evoked  it  for  us. 

Line  as  well  as  color  is  demonstrably  irrelevant  to  the  kind  of  vision 
Goya  proposes.  The  aquatint  medium  that  he  used  for  the  Caprichos  and  the 
Desastres  can  produce  imagery  entirely  with  areas  of  gray,  white,  and 
black,  denned  without  drawing  them  in  lines,  which  tend  to  dignify  and 
tame  even  the  most  crude  and  terrifying  subject.  Goya  uses  lines  not  to  de- 
lineate shapes  but  to  scratch  forms  into  existence  and  then  to  splinter 
them,  as  a  squinting,  half-blinded  eye  might  apprehend  them,  to  create  the 
distorting  visual  detritus  that  shudders  around  the  edges  of  things  seen  in 
agonized  haste  or  in  semi-conscious  distraction,  in  fear  or  self-disgust. 
This  "graphic"  kind  of  clarity  can  be  most  sharp  when  it  is  most  jagged. 

Blake  and  Fiissli  were  contemporaries  of  Goya's,  and  their  graphic 
works  of  extreme  fantasy  show  the  uses  to  which  exquisitely  applied  linear- 
ity may  be  put,  to  keep  scary  and  sordid  material  from  being  overwhelming 
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by  lodging  it  firmly  in  the  safe  citadels  of  beauty  and  rhythm.  Goya  appar- 
ently wanted  the  overwhelming  to  overwhelm;  he  shuns  the  calligraphic 
mode  even  more  than  Rembrandt,  who  hadn't  the  resources  of  aquatint. 
Licht  shows  how  much  like  modern  news  photographs  his  war  etchings  are; 
but  one  could  go  further  and  say  they  are  more  like  newsreel  footage,  as  the 
Capriehos  are  like  film  frames.  The  glare  in  these  works  and  the  uneasy, 
nearly  undecipherable  surroundings  give  the  strong  sense  of  continuous 
change  and  flicker,  rather  than  of  a  burst  of  revelation  fixed  forever  on  the 
retina. 

Reportorial  or  fantastical,  Goya's  frames,  even  those  of  the  portraits, 
keep  us  full  of  dread  and  the  sense  of  more  to  come,  just  as  much  film  foot- 
age does  and  as  the  visual  experience  that  is  undergone  in  difficult  mo- 
ments usually  does,  too.  A  great  deal  of  what  commonly  passes  before  our 
eyes  is  unreadable  and  virtually  meaningless,  only  laden  with  possible 
meaning  if  we  had  time  to  stop  and  make  it  out.  What  it  carries  in  its  inar- 
ticulated  mass  is  an  appeal  to  our  faculty  of  projection,  which  is  sharpened 
under  slight  stress — and  just  such  stress,  a  sort  of  diffuse  agitation,  is 
what  pictures  in  the  cinematic  style  are  bent  on  stirring  up. 

Goya  follows  the  path  of  those  cinematically  inclined  artists  who  want  to 
convey  the  limited  character  of  individual  vision.  He  is  interested  in  the 
confusing  and  fragmented  way  that  seeing  is  accomplished  in  the  uncertain 
lives  of  men  and  women,  when  it  is  not  being  guided  by  expectations  made 
familiar  in  traditional  art.  The  subject  then  becomes  truly  subjective,  and 
therefore  partial  and  contingent;  the  artist  becomes  unnoticeable;  the  be- 
holder therefore  sees  and  participates  simply  by  seeing.  This  method  of 
creating  total  engagement  sidesteps  the  element  of  commentary,  which  re- 
quires that  the  artist  first  demonstrate  his  qualifications  for  commenting 
by  showing  his  rhetorical  skill.  If,  instead,  he  can  give  a  direct  sense  of 
what  it  is  like  to  be  there  among  the  faceless  enemy,  the  nameless  flying 
monsters,  the  crushed  women  and  dismembered  men,  to  be  oneself  a  wretch 
and  a  ghoul  and  a  panic-stricken  brute,  then  he  also  effectively  shows  that 
any  further  comment  would  be  monstrous  (9.9,  9.10).  These  things  hap- 
pened; I  was  there;  so  are  yon.  So.  And  the  note  is  struck  even  for  the  wild- 
est of  grim  fantasies — the  Colossus,  the  Saturn,  the  unconscionable 
creatures  in  the  Capriehos. 

The  art  of  central  Spain  had  had  a  strong  debt  to  Dutch  and  Flemish  art 
ever  since  the  fifteenth  century,  when  royal  patronage  first  favored  the 
style  of  Rogier  van  der  Weyden  and  the  Master  of  Flemalle,  and  the  six- 
teenth, when  Philip  II  imported  Hieronymus  Bosch.  Goya's  art  continued 
to  reflect  the  North  both  directly  and  indirectly.  Rembrandt  was  his  ac- 
knowledged precursor;  but  so  was  Velazquez,  whose  own  style  of  Spanish 
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9.9    FRANCISCO  GOYA,   "All  this  and  more." 
No.  22  from  Los  Desaslres  de  la  Guerra 


9.10   Francisco  GOYA,  "One  cannot  look  at  this." 
No.  26  from  Los  Desastrcs  de  la  Guerra 
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mastery  had  an  international  flavor  more  North  European  than  Italian, 
especially  for  court  portraiture.  The  emphasis  on  monochromy,  the  retreat 
from  line,  and  the  insistence  on  aerated  light  as  the  sign  of  psychic  move- 
ment are  Northern  qualities  common  to  these  and  other  Spanish  artists; 
but  by  Goya's  time  the  legacy  of  Northern  realism  in  Spain  had  reached  a 
certain  finality.  He  founded  no  school  and  had  no  pupils,  and  his  inspired 
new  versions  of  old  themes  could  be  understood  and  carried  on  only  after  a 
big  gap  in  artistic  time  and  space.  His  direct  heir  is  Manet,  who,  in  the 
1860's,  the  first  decade  of  the  instantaneous  camera,  took  up  the  themes  of 
fragmentation,  optical  ambiguity,  and  the  basic  emotional  authority  of 
"graphic"  painting — and  who  also  sought  help  with  these  from  Dutch 
models. 

Fashion  in  dress  had  a  large  place  even  in  Goya's  most  extreme  visions. 
It  stood  for  an  aspect  of  psychological  truth,  just  as  it  later  did  in  Manet 
and  had  done  earlier  in  Chardin  and  Watteau.  The  use  of  acutely  current 
fashion  in  any  realistic  mode  of  art  conveys  the  sense  of  currency  in  the 
wearer  and  appeals  to  it  in  the  viewer,  especially  the  sense  of  sexual  imme- 
diacy, and  the  sense  of  the  constant  readiness  of  all  fantasy.  Both  movies 
and  television  have  lately  gone  very  far  with  this  point,  showing  how  impor- 
tant current  fashionable  ideals  are  for  intensifying  the  appeal  of  any  strong 
or  violent  depiction  of  life.  "Miami  Vice"  is  only  one  in  a  long  sequence  of 
melodramatic  television  series  that  sensationalize  the  seamier  side  of  life 
with  the  help  of  high  fashion.  Nineteenth-century  stage  melodrama  had 
certainly  done  this;  and  Hollywood  historical  films  were  given  a  better 
emotional  texture  through  their  incorrect  use  of  modern  style  for  old-fash- 
ioned or  ancient-world  clothes.  Characters  in  grim  dramas  who  are  dressed 
in  some  version  of  high  fashion  appeal  not  to  audiences'  sense  of  reality  but 
to  the  same  underlying  fantasies  to  which  extreme  fashion  itself  gives 
expression. 

Certain  of  Goya's  female  court  portraits  exaggerate  the  skinny  arms  and 
torsos  and  the  huge  fluffy  coiffures  of  the  1780's.  The  result  fails  to  show 
the  harmonious  and  beautiful  aspect  of  that  period's  fashionable  dress — 
which  Vigee-Lebrun  and  J.  L.  David  were  so  expertly  conveying  in  France, 
along  with  Reynolds  and  Gainsborough  in  England — but  instead  points  up 
its  extreme  quirkiness,  and  thus  its  clear  foundation  in  unconscious  fan- 
tasy (9.11).  We  are  not  given,  as  we  are  by  Rubens  or  Ingres,  for  example, 
and  by  most  classicizing  artists  in  all  periods,  the  pleasant  vision  of  an  ele- 
gant lady  made  beautiful  in  her  time  by  her  attire,  a  reassuring  vision  in 
which  artistry  triumphs  over  fashion  s  peculiarities.  Rather,  we  are  shown 
how  the  awkwardness  of  extreme  modes  truly  works,  how  the  distortions  of 
the  head  and  body,  the  inflations  and  strangulations  of  fashion  arise  in  the 
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9.11    FRANCISCO  GOYA,  Portrait  of  the  Marquesa  de  Pontejos 
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soul  to  give  a  psychological  dimension  to  the  visible  body — make  it,  in  fact, 
into  a  visualization  of  common  fantasy,  a  proper  product  of  the  wayward 
and  incalculable  inner  eye. 

Such  imagery,  the  kind  that  insists  on  distortion  instead  of  tempering  it, 
calls  out  directly  to  the  corresponding  fantasies  in  the  contemporary 
viewer;  the  viewer  from  another  time,  naturally  enough,  cherishing  quite 
other  fantasies,  sees  only  the  oddness.  The  fifteenth-century  Flemish  mas- 
ters (as  opposed  to  Raphael  and  Leonardo)  did  the  same  thing  as  Goya  in 
their  portraits.  There,  too,  are  the  huge  heads  and  tiny  arms  of  that  mo- 
ment, whereas  a  later  Italian  Mannerist  artist  like  Lorenzo  Lotto,  commit- 
ted to  the  workings  of  fantasy  in  all  physical  dispositions,  insisted  firmly 
on  a  modishly  monstrous  hugeness  of  arm  and  torso  and  a  concomitant  ti- 
niness  of  head. 

Even  some  of  Goya's  harshest  visions  of  war  contain  fashionable  female 
shapes  participating  in  events  of  utmost  brutality.  This  sort  of  grim  real- 
ism cuts  deeper  and  is  more  unsettling  than  the  realism  that  evades  the 
mode  in  dress  or  tries  falsely  to  universalize  it — so  unsettling  that  it  often 
looks  like  calculated  sensationalism.  The  graphic  media  in  particular, 
which  are  so  porous  and  vulnerable  to  corruption  from  below,  so  to  speak, 
face  the  artist  with  the  risk  of  being  banal  and  sentimental  or  lurid.  Goya, 
however,  shares  with  the  Northern  artists  of  the  fifteenth  century  the  abil- 
ity to  show  fashionable  bodies  in  situations  of  ferocious  extremity  without 
descending  into  gratuitous  thrill-mongering.  And  so  he  redoubles  his  ef- 
fects by  skirting  that  edge;  and  we  hold  our  breath.  Great  film-makers  have 
done  the  same  in  this  century,  from  Griffith  to  Fritz  Lang,  to  Chabrol,  to 
Martin  Scorsese  and  Brian  de  Palma.  Meanwhile  both  Manet  and  Degas, 
long  after  Goya,  had  taken  up  the  use  of  fashion  as  a  good  tool  for  creating 
sharp  epiphanies  of  the  inner  life,  right  in  the  middle  of  an  alleged  context 
of  dispassionate  realism. 

Fashion,  especially  extreme  female  fashion,  stands  for  unaccountability. 
If  obvious  current  fashion  is  referred  to  in  the  figure  style  of  a  serious  pic- 
ture, it  automatically  brings  up  the  incalculable  side  of  sexuality,  the  un- 
warranted erotic  flavor  that  may  infuse  even  very  straight  and  sober  motifs 
in  art,  just  as  it  can  suddenly  enter — unbidden,  winged,  and  blind — into 
some  of  life's  dull  and  purportedly  pure  transactions.  Classic  nudity  in  art, 
by  contrast,  shows  a  desire  to  refer  to  human  sexual  nature  directly,  to 
seize  undisguisedly  on  the  theme  of  sex  as  a  serious,  perhaps  even  a  sacred, 
aspect  of  nature  itself.  But  if  nudity  in  serious  art  is  deliberately  rendered 
fashionably,  as  in  Goya's  Naked  Maja  or  in  Manet's  Olympia,  it  becomes 
disturbing  for  its  denial  of  any  possibility  of  innocence,  and  seems  like  a 
betrayal. 
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Fashion  itself  "romanticizes,"  because  it  programmatically  suggests  the 
forever  unattainable,  that  which  always  keeps  moving  out  of  reach.  Its  "re- 
ality" is  in  its  acknowledgment  of  sexual  fantasy  as  a  steady  force.  Used  in 
art,  it  therefore  went  a  long  way  in  helping  to  create  that  Romantic  Realism 
which  was  so  dominant  in  mid-nineteenth-century  painting,  and  which  is 
also  the  hallmark  of  all  cinema.  Goya,  in  working  with  and  never  against 
fashion,  linked  himself  with  the  Romantic  temper  as  well  as  the  modern 
one,  and  with  modern  film  as  well  as  modern  art.  The  Dcsastrcs  dc  la  Gucrra 
were  not  even  published  in  his  lifetime — he  seems  to  have  aimed  them  like 
an  arrow  into  the  future.  And  yet  even  there,  just  as  in  the  Caprichos 
(which  he  did  publish,  although  with  difficult  consequences)  and  in  the  por- 
traits, the  women  are  not  neutralized  to  look  as  if  they  stood  for  Every- 
woman;  they  are  quickly  recognizable  as  modish  for  their  time  and  as  all 
the  better  human  examples  because  of  that,  just  like  Gish  and  Garbo,  Har- 
low and  Monroe. 


TEN 
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G  O  Y  A  WAS  a  nineteenth-century  Romantic  Realist  half  a  cen- 
tury before  his  time,  but  other  artists  of  the  late  eighteenth  and  early  nine- 
teenth centuries,  who  followed  a  less  eccentric  path  toward  engaging  the 
inner  eye,  began  choosing  to  work  in  landscape.  It  was  a  natural  choice  at  a 
time  when  both  secular  visualization  and  psychological  conviction  were  re- 
quirements for  art.  Watercolor  turned  out  to  be  a  perfect  medium  for  add- 
ing a  sense  of  enlightenment  to  these.  What  Canaletto  had  suggested  in  oils 
and  Piranesi  in  engraving  was  developed  further  in  topographical  water- 
color,  especially  by  English  artists,  during  the  same  period  that  Goya  was 
expanding,  aquatint  in  Spain,  for  analogous  reasons  but  with  different 
subjects. 

Topographical  art  was  in  the  greatest  demand  in  England,  since  the 
English  were  the  century's  greatest  travelers;  and  the  English  were  the 
most  appreciative  employers  of  Canaletto  and  admirers  of  Piranesi.  It  was 
likewise  in  England  that  the  atmospheric  and  creative  Dutch  topography  of 
Vermeer,  De  Witte,  and  Berckheyde  was  most  imaginatively  developed  and 
transmogrified,  chiefly  in  watercolor.  England  is  famous  for  its  eight- 
eenth-century Gothic  revival  and  its  love  for  extreme  picturesqueness,  both 
kindled  by  English  perceptions  of  French  and  Italian  art;  but  it  was  still 
the  beauty  of  red  brick  with  pale  moldings  that  remained  constant  in  the 
English  contribution  to  architecture,  the  Wren  vision  from  the  previous 
century  that  owed  as  much  to  Dutch  simplicity  as  to  Classic  prototypes. 

Dutch  esthetic  schemes  were  similarly  inherent  in  English  portraiture, 
in  marine  and  landscape  painting,  and  in  much  English  popular  illustra- 
tion, even  while  Italian  taste  was  ostentatiously  governing  the  style  of 
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grand  ceiling  frescoes.  The  Dutch  sense  of  phenomena  was  as  congenial  to 
hard-headed  England  as  the  French  and  Italian  styles  of  emotional  expres- 
sion were  attractive.  Imported  Dutch,  German,  and  Flemish  artists,  from 
Holbein  to  Van  Dyck,  from  Gheeraerts  to  Zoffany,  had  virtually  created 
English  personal  imagery,  which  was  only  thereafter  confirmed  by  native 
talents.  England's  debt  to  Northern  Europe  for  finding  ways  to  picture  the 
ordinary  world  was  equal  in  size  to  its  conscious  admiration  for  Italy  and 
France,  which  contributed  so  much  to  the  more  deliberate  flights  of  Eng- 
lish imagination.  Despite  English  respect  for  Canaletto  and  Piranesi,  Eng- 
lish topography  was  a  direct  legacy  from  Holland,  consonant  with  an 
empirical  spirit  and  a  secular  taste.  William  III,  after  all,  had  been  a  Dutch 
English  king. 

During  the  eighteenth  century  English  travelers  in  Europe  had  crystal- 
lized the  idea  of  the  picturesque  in  order  to  make  alien  lands  intelligible 
and  pleasing — at  least  to  the  eye.  The  tourist  could  countenance  the  for- 
bidding terrain  if  he  saw  it  conforming  to  notions  of  how  pictures  look, 
especially  those  of  Salvator  Rosa  and  other  continental  Baroque  specialists 
in  the  rugged  and  the  ragged,  or  of  Claude  Lorrain,  who  was  such  a  master 
of  out-of-door  visual  poetics.  By  participating  in  picturesque  ideals,  Eng- 
lish landscape  art  could  tame  natural  disorder  into  orderly  beauty  without 
sacrificing  any  of  its  specific  character.  "Nature  wants  cooking,"  said  the 
drawing  master  John  Varley — but  as  if  nature  were  like  boiled  eggs  or 
steamed  green  beans,  better  for  the  palate  if  cooked,  but  not  adulterated  or 
disguised.  It  was  only  necessary  that  the  elements  be  rearranged. 

The  picturesque  ideal  for  landscape  and  topography  was  elaborately  fos- 
tered and  even  virtually  created  by  many  writings  on  the  subject,  not  just 
of  painters  and  teachers  but  of  collectors  and  cultivated  travelers,  poets 
and  professional  essayists.  The  whole  enterprise  was  conceived  as  instruc- 
tive, an  aspect  of  proper  imaginative  education  analogous  to  acquiring  a  lit- 
erary sensibility  so  as  to  gain  the  right  sense  of  life.  The  formal  order  of  the 
painted  landscape  corresponded  to  the  formal  power  of  poetic  expression; 
the  free  strength  created  by  Wordsworth's  controlled  diction  for  "The  Pre- 
lude" matched  the  organic  vigor  of  landscapes  distilled  by  Gilpin,  for  ex- 
ample, into  visual  coherence  out  of  an  uncharted  sweep  of  impressions.  The 
idea  took  shape  that  art  is  essential  for  rightly  processing  visual  experi- 
ence, and  that  visualizations  of  natural  phenomena  are  essential  to  the  ap- 
preciation of  them,  and  so  to  the  acquisition  of  taste. 

The  existence  of  topographical  renderings  and  landscape  art  became  an 
indispensable  part  of  travel.  Pictures  were  not  just  to  be  acquired  after- 
ward as  souvenirs  and  commemorations,  as  they  had  been  in  the  early  part 
of  the  century,  but  to  be  absorbed  beforehand,  so  as  to  adjust  the  visual 
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disposition  of  the  traveler  and  by  extension  his  spiritual  readiness  for  the 
undertaking.  And  only  then  could  travel  become  a  refined  pleasure,  an- 
other field  for  actual  cultivation  and  not  just  an  occasional  and  dangerous 
necessity.  Amateur  sketching  and  watercolor  painting  became  the  appro- 
priate corollary  to  appreciative  traveling,  not  just  for  producing  correct 
records  but  to  show  how  well  the  viewer  had  responded.  The  practical  in- 
terpenet ration  of  art  and  experience  seemed  an  enabling  condition  for  the 
right  exercise  of  the  senses  while  on  the  road. 

All  this  is  very  familiar.  Echoes  of  this  early-Romantic  idea  continue  to 
resonate  in  modern  commercial  and  documentary  landscape  photography, 
which  is  notably  the  only  kind  that  influences  the  camera-carrying  traveler. 
Ever  since  Claude's  own  black-and-white  reductions  of  his  paintings,  the 
famous  Liber  Veritatis,  were  reproduced  in  mezzotint  in  1777  and  made 
generally  available,  the  reproductive  media  have  readily  lent  themselves  to 
selling  the  right  view  of  nature  and  showing  how  to  get  it.  Readers  of  maga- 
zines and  watchers  of  television  are  still  responding  to  picturesque  ideals 
originally  realized  by  the  enlightened  English  pleasure  seekers  of  the 
eighteenth  century. 

The  picturesque  ideal  is  essentially  static,  however;  it  aims  to  freeze  and 
contain.  Claude's  beautifully  composed  scenes  had  been  part  of  the  great 
classic  search  for  perfection  in  terms  of  visual  beauty.  He  further  an- 
nounced this  aim  by  embedding  legendary  themes  in  his  carefully  arranged 
visions  of  nature,  so  as  to  associate  his  way  of  rendering  it  with  the  com- 
prehensive myth-making  that  seeks  to  enfold  human  experience  into  a  cos- 
mological  whole.  But  the  picturesque  English  landscape-making  of  the 
eighteenth  century  that  derived  from  this  august  precedent  aimed  chiefly 
to  please,  and  so  ultimately  to  flatter.  It  showed  how  the  new  consumer  of 
Nature  might  triumph  over  the  hard  challenges  she  offers  and  so  possess 
her  wholly. 

He  could  benefit,  first  from  the  pleasurable  exercise  of  forcing  a  given 
view  into  submission,  and  then  from  knowing  himself  to  be  appreciative,  a 
lover  of  beauty  and  therefore  worthy  of  its  surrender  to  him.  The  satisfac- 
tions of  being  a  sensitive  person  were  blended  with  those  of  being  master. 
It  then  seemed  not  just  pleasant  but  praiseworthy  and  therefore  good  for 
the  self-esteem  to  travel  among  rocks  and  waterfalls  and  make  acceptable 
sketches  of  them;  the  process  is  now  being  repeated  everywhere  with  the 
camera.  Picturesque  landscape,  old  and  new,  makes  Nature  look  attainable, 
and  an  attainable  art  looks  like  the  best  tool  for  capturing  it.  The  appeal  is 
usually  to  the  desire  to  think  well  of  oneself,  and  not  to  the  desire  for  test- 
ing and  changing  oneself,  which  tends  to  demand  some  doubt  and  pain. 

For  the  treatment  of  landscape  in  English  art,  the  picturesque  ideal  was 
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eventually  superseded  by  the  Romantic  notion  of  the  sublime;  and  the  sub- 
lime has  been  the  appropriate  mode  for  cinematic  landscape  ever  since.  The 
philosophical  and  literary  idea  of  the  sublime  acquired  an  esthetic  exis- 
tence in  England  through  Burke's  1756  essay  on  it;  and  for  art  it  was  well 
suited  to  late-eighteenth-century  aspirations  toward  a  new  form  of  expres- 
sion that  would  demonstrate  a  sense  of  imaginative  freedom.  The  expand- 
ing soul  now  needed  expanding  vistas  detached  from  the  old  dispensations 
of  art  and  religion,  both  of  which  had  purveyed  certainty.  No  comfortable 
fixity  of  subject  or  style  could  properly  carry  the  burden  of  new  emotional 
aspirations,  now  becoming  revolutionary  in  various  senses  of  the  term. 

The  idea  of  being  ceaselessly  drawn  by  the  always  unattainable  and  the 
forever  incomprehensible  is  what  the  sublime  mode  in  art  tried  to  convey.  It 
is  a  cinematic  ideal,  because  movement  is  implicit  in  it — a  perpetual  move- 
ment outward  and  onward  toward  something  that  will  always  be  beyond 
present  boundaries  of  vision  or  understanding.  In  the  landscape  painting 
that  aims  to  express  this  idea,  framing  and  staffage  serve  quite  different 
functions  from  the  ones  they  fulfill  in  picturesque  art;  the  look  of  incom- 
pleteness and  the  sense  of  a  personal  attention  unaccountably  in  motion  are 
more  important  than  balance  and  containment.  A  detached  ideal  of  beauty 
no  longer  governs  the  harmonious  arrangement  of  foreground,  middle 
ground,  and  distance.  The  aim  is  no  longer  to  show  a  "prospect,"  with  a 
tree  or  two  as  repoussoir  and  a  few  typical  inhabitants  farther  off,  being 
viewed  at  leisure  by  someone  visibly  reposing  nearby,  who  stands  in  for  the 
viewer  of  the  picture.  Such  a  figure  contemplates  the  scene  as  a  whole  and 
always  includes  himself  as  the  key  to  it:  perhaps  he  is  composing  a  poem  on 
it,  or  sketching  it,  consciously  fitting  it  into  his  prior  awareness,  in  some 
way  finishing  it  off  so  as  to  be  finally  in  charge,  and  thereby  making  us  so. 
These  are  the  components  of  picturesque  landscape,  according  to  which  the 
viewer  feeds  on  the  cooked  scene,  and  it  becomes  part  of  his  unchanged 
substance. 

The  sublime  landscape,  rather,  may  seem  utterly  remote  from  any 
human  consciousness,  even  any  artist's.  By  "remote"  is  not  meant  neces- 
sarily exotic  or  difficult  of  access;  the  view  may  be  of  an  ordinary  shady 
pool,  just  as  in  Durer's  watercolors.  The  remoteness  lies  in  the  scene's  visi- 
ble retreat  from  any  claim  to  entire  comprehension,  by  anyone's  eye  and 
mind,  of  even  a  small  fragment  of  the  phenomenal  world.  Even  a  specific 
and  immediate  scene  is  forever  partial,  forever  escaping  and  spreading  out 
beyond  understanding,  beyond  an  artist's  ability  to  box  it  in  with  his  skill, 
with  the  force  of  his  contemplations,  or  with  literary  associations.  It  may  at 
best  be  only  one  frame  in  an  open-ended,  unpredictable  sequence.  Painters 
who  try  for  this  effect  do  not  seem  to  be  eating  nature,  but  showing  how  na- 
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ture  eats  them.  They  do  not  speak  about  the  rocks;  the  rocks  speak,  like 
Marabar  caves,  and  everyone  is  somehow  moved  and  changed  forever. 

When  the  picturesque  ideal  governs  the  landscape  in  movies,  as  it  fre- 
quently does,  the  result  is  often  jarringly  anti-cinematic,  although  pleasing 
in  itself.  Lush  landscape  in  movies  is  often  non-dramatic,  sometimes  boot- 
legged in  as  a  convenient  substitute  for  real  drama,  instead  of  informing 
the  theme  itself  with  a  larger  meaning  by  visibly  enlarging  its  emotional 
scope  beyond  pleasure — perhaps  beyond  bearing.  Picturesqueness  remains 
an  enemy  of  serious  film  drama;  but  sublime  landscape  can  be  its  best 
servant. 

The  flexible  watercolor  medium,  which  could  be  thickened  and  shaded 
and  made  richly  rhetorical  for  picturesque  effects,  could  even  better  convey 
a  transparency  that  suggests  the  blank  infinity  behind  phenomena.  The 
landscapes  of  J.  R.  Cozens  and  later  of  Thomas  Girtin  and  J.  S.  Cotman, 
for  example,  show  how  rendering  the  simplest  forms  in  the  very  thinnest 
layers  of  unshaded  paint  conveys  the  sense  of  an  endless  light  that 
stretches  beyond  all  seeing,  but  that  at  the  same  time  precisely  illuminates 
everything  near  and  familiar.  Cotman,  in  true  Northern  style,  used  an  arbi- 
trary-seeming, casual  method  of  framing  and  choice  of  subject  matter,  the 
better  to  give  the  sense  of  motion  among  endless  possibilities.  While  the 
sky  shines  blindingly  through  the  taut  veil  of  paint  that  creates  shrubbery 
or  masonry  above,  the  stony  foreground  is  sweeping  toward  us  across  the 
bottom  edge.  But  we  are  not  waiting.  We  float  forward  in  mid-air,  advanc- 
ing swiftly  to  merge  first  with  the  rocks  and  the  water,  then  with  the  tree, 
and  finally  the  unending  sky.  The  near  pond  reflects  the  high  clouds,  open- 
ing another  gate  to  boundlessness  right  under  our  feet  (10.1). 

Cotman's  greatest  pictures,  like  Goya's,  have  been  seen  as  forerunners 
of  modern  painting,  partly  because  of  their  strain  toward  abstraction,  to- 
ward a  detachment  of  the  forms  from  their  subjects.  But  just  as  with 
Turner,  that  particular  leap  is  never  made.  Cotman  has  greater  affinities 
with  the  romantic  subjectivity  of  modern  film,  which  can  so  intensify  the 
way  things  look  that  they  also  seem  to  strain  at  their  self-contained  exis- 
tence, to  leap  at  us  out  of  their  context  and  into  ours.  Cotman  shares  with 
film-makers  an  artistic  ideal  that  demands  perpetual  movement.  Under  this 
law  of  art,  resolution  is  always  artificial.  Frames  can  be  arbitrarily  frozen 
or  the  scene  can  be  made  to  fade  out;  but  the  real  truth  is  continuous  move- 
ment onward  into  the  continuous  unknown. 

cotman's  ,  Girtin's,  and  Cozens'  watercolor  subjects  were  modest  by 
comparison  with  the  scope  of  Turner's;  and  Turner  in  fact  seems  to  have 
extended  the  domain  of  watercolor  to  swallow  up  that  of  oil  painting,  and 
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10.1   JOHN  sell  cotman,  Shady  Pool 


also  vice  versa,  as  if  refusing  to  distinguish  between  them.  But  the  work  of 
all  these  artists  has  that  engulfing  effect  also  realized  on  the  movie  screen, 
where  we  are  drawn  in  to  participate  without  preparation,  not  urged  to 
stand  back  and  gaze  in  a  state  of  schooled  understanding.  The  thin  air  sur- 
rounds us,  conveyed  in  screens  of  paint  that  seem  to  float  by  themselves. 
We  can  feel  no  guiding  hand  ordering  the  direction  of  our  eye;  we  must 
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move  into  the  picture  to  seek  completion  of  the  view,  its  meaning,  and  its 
next  revelations.  Cotman  s  pictures  suggest  serene  possibilities  beyond 
their  present  surface;  Turner's  suggest  reaches  full  of  dread. 

Fear  was  an  important  element  in  experiencing  the  sublime.  It  was  the 
sort  of  fear  that  is  like  both  awe  and  anxiety,  and  that  oscillates  between 
the  two.  The  sublime  required  a  large  rather  than  a  small  fear,  never  merely 
a  scare,  whereas  the  picturesque  often  dealt  in  the  pleasures  of  fright. 
Greater  actual  safety  in  late-eighteenth-century  travel  made  it  possible  to 
begin  enjoying  both — to  feel  a  pleasurable  shudder  at  the  precipice,  but 
also  a  nameless,  almost  spiritual  danger  in  all  nature — and  to  welcome 
works  of  art  that  deliberately  evoked  the  effect.  Among  modern  movies, 
L'Avventura  is  an  excellent  example  of  the  method.  There  the  look  of  barren 
hills  and  houses,  illustrating  a  personal  doubt-ridden  search  for  retrieval, 
continuity,  and  comprehension,  manages  to  place  the  viewer  at  the  mercy  of 
the  hero's  anxiety,  to  fill  the  watching  consciousness  with  the  same  driven, 
uncomprehending,  and  hopeless  hope. 

To  be  scared  in  this  way  without  being  physically  threatened  feels  like  a 
challenge,  a  chance  to  strengthen  spiritual  muscles,  to  pit  the  tiny  self 
against  vast  forces,  and  so  to  feel  its  tininess  respond,  begin  to  refine,  to 
harden  and  shine  with  reflective  power:  this  is  one  of  the  strongest  human 
pleasures.  It  can  further  lead  to  the  sense  of  being  filled  with  true  virtue,  if 
you  believe  that  the  fear  you  are  feeling  is  a  proper  awareness  of  God's  im- 
mensity— or  nature's.  Rather  than  flattering  the  beholder's  vanity,  by  urg- 
ing him  to  take  personal  satisfaction  in  encompassing  nature  with  the 
power  of  his  own  gaze,  the  artist  of  the  sublime  offers  him  the  pleasures  of 
feeling  undone  and  overwhelmed,  raped  in  the  highest  cause,  and  so  per- 
haps changed  or  changing  into  finer  stuff.  The  strongly  erotic  thrill  of  fear 
is  included  in  the  best  strengthening  medicine  for  the  soul,  with  landscape 
for  the  binding  elixir. 

Turner's  mature  works  have  the  sense  of  danger  in  them.  They  also  have 
just  as  much  of  the  specific  as  Cotman's,  despite  the  blur.  When  there  are 
persons  in  Turner,  they  are  not  detached  onlookers  or  decorations  devoid  of 
consciousness;  they  are  dramatically  engaged,  even  if  we  can  hardly  see 
them.  We  are  made  to  consider  the  combined  external  and  internal  circum- 
stances that  swamp  them  at  a  critical  moment.  Turner's  characters  may  be 
ordinary  fishermen  or  antique  heroes,  or  they  may  not  even  be  people — 
they  may  be  buildings,  trains,  or  ships  apparently  endowed  with  human 
sensibility,  like  The  Fighting  Temcraire.  But  as  in  movies,  that  makes  no 
difference  to  the  way  our  eye  is  made  to  confront  what  is  perpetually  escap- 
ing, the  natural  whirl  and  lurch  of  the  local  phenomena  that  surround  the 
subjective  consciousness  at  intense  moments. 
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This  same  optical  blur,  reflecting  the  vibration  of  psychic  unease, 
upholds  the  sense  of  actuality  in  any  Turner  picture,  whether  it  shows  a 
modern  fishing  boat  trying  to  operate  in  a  storm  or  Ulysses  taunting  Poly- 
phemus while  escaping  with  his  crew.  Similarly  in  cinema,  real  rain  or  fog, 
or  perhaps  only  the  indistinctness  of  swiftly  offered  optical  impressions,  is 
made  to  have  the  same  effect  in  historical  movies  as  it  is  in  films  of  contem- 
porary life.  In  movies  the  subjective  viewpoint  is  always  supported  by  the 
Turner-like  universality  of  emotional  eyesight  trying  to  grasp  the  world. 
Ruskin  was  right  to  say  that  Turner  showed  nature  most  truly,  if  the  actual 
flavor  of  experience  is  the  chosen  theme.  When  there  are  no  dramatic  char- 
acters, we  are  invited  to  be  one,  to  scan  the  empty  ocean  or  the  looming  fog, 
to  let  things  take  us  as  they  flow  past. 

Like  Rembrandt,  Turner  produced  an  uneven  surface,  even  for  his  wa- 
tercolors,  thick  and  thin  or  rough  and  smooth  on  different  parts  of  the  same 
picture.  He  apparently  worked  fast,  blotting  and  scraping  and  scratching 
at  the  surface  with  his  fingernail,  refusing,  also  like  Rembrandt,  to  be  gov- 
erned by  the  material.  Such  a  fluctuating  plane  imparts  an  uneven  motion 
to  the  image,  along  with  a  motility  to  the  shapes  inside  it.  The  color,  too,  is 
"immaterial,"  never  local,  always  of  the  air,  or  of  the  light,  or  of  the 
inner  eye  itself.  The  prismatic  effect  is  not  directly  relevant  to  these  hills 
or  that  water  in  particular.  The  scene  reflects  the  way  things  go  in  and  out  of 
focus  and  the  eye  constantly  adjusts  and  readjusts  as  it  struggles  for  its  life. 

Turner's  form  of  indistinctness  described  the  truth  dwelt  on  by  the  pro- 
ponents of  the  sublime — the  human  inability  to  fix  and  wholly  understand 
the  energy  in  the  universe.  Cinema  is  devoted  to  the  same  idea;  the  psycho- 
logical condition  that  underlies  the  right  perception  of  film  is  uncertainty, 
openness  to  opening  views,  awareness  of  the  incomplete.  The  emotional  sat- 
isfactions movies  offer  are  provisional — perhaps  that  is  what  makes  them 
modern,  a  basic  necessity  for  twentieth-century  romanticism.  Michael 
Wood  has  pointed  out  that  movies  raise  questions  they  don't  try  to  answer, 
and  that  that  is  a  reason  for  liking  them.  We  are  stirred  up;  that  is  our 
pleasure;  and  we  feel  that  that  is  necessary  and  even  enough  for  authentic 
narrative  in  this  medium.  Any  path  the  story  follows  through  a  movie  by- 
passes the  countless  possible  others:  What  happens  to  the  other  car  that 
drives  off?  The  other  man  walking  by?  The  rest  of  the  clouds?  Movie  scenes 
of  resolution  and  denouement  must  close  in,  and  so  must  close  off  those 
suggestions  made,  elsewhere  in  the  film,  of  all  we  were  permitted  to 
glimpse  and  feel  but  not  possess — the  unresolved  residua  that  have  moved 
us  from  the  start  to  keep  watching,  eager  for  revelations  and  meanings 
small  or  large.  The  final  fade  shuts  them  all  down,  also  provisionally.  There 
may — must — be  a  sequel. 
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Turner's  urban  scenes  and  much  rarer  interiors  similarly  echo  the  scan- 
ning gaze  and  receptive  consciousness  and  ready  emotion  required  of  the 
modern  romantic  movie-goer  (10.2).  People  glimpsed  in  the  fantasy  draw- 
ing-rooms of  Petworth  or  on  the  Oxford  High  Street  seem  dynamic,  ready 
for  unknown  emotional  shifts  and  discharges,  unforeseeable  regroupings. 
Two  Women  with  a  Letter  is  an  extraordinarily  cinematic  vision,  a  genre 
scene  unlike  almost  any  except  in  movies,  yet  with  the  flavor  of  a  Terborch 
(10.3).  We  see  one  woman  facing  us,  her  body  almost  hidden  by  the  nearer 
one,  behind  whom  we  are  standing,  and  who  has  the  letter  behind  her  back. 
We  are  very  close;  we  ourselves  may  even  have  just  secretly  given  it  to  her. 
The  woman  she  faces  suddenly  looks  past  her  shoulder  and  straight  at  us, 
with  parted  lips  and  a  face  full  of  possibility — an  interesting  face,  not 
pretty.  Nothing  is  explained,  no  emotional  or  social  circumstances  are  de- 
scribed. We  are  being  forced  to  participate,  perhaps  improvise  in  a  pressing 
moment — the  scene  will  shift  in  a  second,  someone  will  speak  or  laugh  or 
something  else  will  happen. 

Here  Turner,  who  is  said  to  have  been  no  good  at  figures,  does  show  his 
unmistakable  understanding  of  fashion,  the  true  sign  of  sexual  under- 
standing. The  woman  with  her  back  to  us  shows  us  her  emphatically  bared 
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neck  and  shoulder  blades  under  a  high  topknot  trimmed  with  a  comb  and 
flowers.  Her  neckline  and  sleeves  sit  to  perfection.  She  is  a  sleek  example 
of  fashionable  taste  for  1835,  When  the  rear  view  of  the  female  neck,  prefer- 
ably plump  above  sloping  shoulders,  was  an  important  focus  of  sexual 
charm.  Curls  descended  right  and  loft  over  the  ears  and  temples,  produc- 
ing a  frame  for  the  face  in  front  (Turner's  other  figure  shows  this)  and  for 
the  naked  neck  in  back.  Erotica  and  fashion  plates  of  the  date  insist  on 
these  effects.  Turner's  scene,  like  a  film  shot,  enhances  its  drama  with  the 
extra  sexual  freight  carried  by  modishness. 

The  atmospheric  charge  in  this  scene,  also  intensified  by  placing  the  two 
figures  one  behind  the  other  to  give  a  participant's  viewpoint,  shows  that 
Turner  (like  a  modern  film  director,  or  like  a  Dutch  artist)  understood  the 
expressive  power  of  modern  dressed  bodies  engaging  in  small  gestures,  but 
he  was  not  much  interested  in  exercising  the  art-historical  terminology  of 
the  figure,  nude  or  draped,  as  a  main  means  of  expression.  Given  the  sexual 
energy  in  his  oeuvre,  and  the  pornography  he  is  known  to  have  done,  it  may 
be  that  his  feelings  about  bodies  were  too  strong  to  permit  it. 

Critics  have  remarked  on  the  stiffness  of  Turner's  figures,  when  they  are 
present — a  stiffness  which  has  an  affinity  with  the  same  slight  awkward- 
ness in  both  Watteau's  and  Goya's  renderings  of  bodies,  or  indeed  of  Rem- 
brandt's. Turner  reveals  a  disposition  again  related  to  the  Northern 
tradition,  even  further  suggesting  the  slim  and  slightly  tilted  people  in  De 
Hooch's  works.  Such  a  style  of  corporeal  being  for  people  in  pictures  seems 
designed  deliberately  to  keep  the  flavor  of  unguarded  feeling  stronger  than 
that  of  pleasure  in  normal  physical  grace.  A  figure  style  that  dwells  on  bod- 
ily coordination  makes  any  picture  easy  to  look  at  and  identify  with  in  com- 
fort, even  if  the  theme  is  rape  or  massacre;  the  effect  of  physical  imbalance 
make  it  feel  uneasy,  even  if  the  theme  is  courtly  pleasure,  or  happy  love  in  a 
peaceful  setting. 

The  link  between  Turner  and  Dutch  art  is  consequently  emotional,  apart 
from  the  usual  influence  of  Dutch  sea-and-landscape  painting  on  English 
artists,  an  affinity  that  comprises  genre  and  legendary  themes  besides.  For 
landscape,  Turner  went  beyond  Claude  in  the  same  simplifying  direction  as 
Cuyp  and  Philips  Koninck,  who  were  obviously  painting  the  sublime  avant 
la  lettre.  Like  Turner,  they  painted  as  if  to  suggest  that  only  the  movement 
of  light,  weaving  and  casting  its  flexible  net  through  our  space  and  over  our 
world,  creating  colors  and  keeping  us  alive  through  our  eyes,  prevents  us 
from  being  swallowed  up  in  infinity.  These  artists  turn  us  loose  in  the  scene 
to  feel  the  pull  of  that  endlessness  almost  as  a  danger,  even  if  the  scene  is 
calm.  The  light-struck  mist  in  so  many  Turner  landscapes  further  suggests 
to  us  not  an  accurate  impression  made  on  the  straight-gazing  eye,  but  the 
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effect  of  squinting  against  infinite  light,  when  it  (and  perhaps  everything 
else  at  the  moment)  reveals  that  it  is  too  much  for  us.  The  townscapes  are 
like  the  expectant  views  of  Berckheyde  seen  through  eyes  now  watering 
under  greater  stress. 

Meanwhile  Turner's  legendary  scenes  are  reminiscent  of  Aert  de 
Gelder's  Way  to  Golgotha,  similarly  conceived  on  a  large  screen,  across 
which  the  action  is  moving  without  any  emphasis  on  the  looks  and  behavior 
of  the  central  character.  The  emotional  weather  is  instead  being  indicated 
by  the  sweep  of  the  terrain,  as  if  to  prepare  the  viewer  for  a  subsequent 
close-up  of  Hannibal  or  Ulysses  shouting  orders  or  curses,  a  scene  not  yet 
here  but  to  come  (10.4).  Exactly  the  same  effects  are  sought  in  Turner's  ac- 
counts of  storms  in  the  mountains  or  at  sea,  involving  a  few  human  beings 
whom  at  the  moment  we  can  hardly  make  out,  struggling  against  huge 
odds.  Turner  often  did  try  personally  to  reproduce  extreme  experiences  for 
himself,  and  to  remember  the  exact  effects  of  similar  ones  that  happened  by 
chance,  so  as  to  paint  the  effects  correctly.  The  feel  of  the  situation  is  the 
point — we  are  forced  to  enter  into  it.  At  any  moment  we  expect  another 
shot  of  a  sailor  or  traveler  caught  in  the  event,  as  Turner  perhaps  had  been 
before  he  made  the  picture;  but  right  now  we  are  getting  the  sense  of  how  it 
all  was.  Along  with  legendary  titles  emphasizing  process — Dido  building 


10.4    J.    M.    W.    TURNER ,    Hannibal  Crossing  tin  Alps 
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10.5   J.   M.   w.   TI'RNER,   Messieurs  les  Yoyagi  urs  on  Their  Return  from  Italy 
(par  la  Diligence)  in  a  Snow  Drift  upon  Mount  Tarrar — 22nd  of  January,  1829 


Carthage,  Hannibal  crossing  .  .  .  ,  Ulysses  deriding  .  .  .  ,  etc. — Turner  ap- 
pends lengthy  titles  to  his  modern  scenes.  They  read  like  captions,  with 
plenty  of  present  participles  and  descriptive  phrases  about  the  atmospheric 
conditions  ("Typhoon  coming  on,"  etc.),  or  as  if  they  were  directions  in  a 
screenplay  (10.5). 

In  all  this  Turner,  like  Goya,  cinematically  pushes  the  limits  of  il lustra- 
tion by  showing  one  poignant  physical  situation  in  an  intense  psychic  ma- 
trix, sharpening  the  impact  of  the  moment,  and  widening  the  scope  of  its 
resonance.  These  artists  often  do  this  by  using  somewhat  ambiguous  terms 
for  the  surrounding  material,  which  can  then  more  easily  stand  for  the 
vague  forces  that  are  driving  the  human  circumstances  into  conflict  (or  ac- 
cord), and  by  being  absolutely  specific  about  one  or  two  immediate  facts. 
One  figure,  tower,  face,  or  ship,  or  a  group  of  two  or  three  will  be  empha- 
sized in  line  and  form,  and  then  tinted  light  and  shade  will  conjure  the 
larger  world,  where  war  and  weather  are  as  unaccountable  as  desire,  or  the 
mist  of  fear  may  isolate  near  vision. 
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The  Turner  painting  of  a  royal  banquet  in  Edinburgh  (10.6)  could  easily 
be  by  Goya,  with  its  stiffish,  bright-eyed  figures,  its  odd  angle  of  presenta- 
tion and  large  areas  of  both  bright  and  unclear  interior  space;  the  Goya 
painting  called  The  Fire,  showing  part  of  a  panicked  crowd  surging  away 
from  an  undefined  conflagration,  could  be  one  of  Turner's  scenes  from  leg- 
endary or  modern  history — an  Escape  from  Burning  Troy  or  a  London  dis- 
aster (10.7).  The  circumstances  are  indistinct  and  terrifying,  but  what  we 
can  see  of  the  people  is  very  specific,  the  bodies  provisional  and  awkward  in 
a  graphic  scramble  toward  us  across  the  foreground.  It  has  Goya's  war- 
time-newsreel  look,  which  Turner  also  sought  for  events  in  peaceful  Eng- 
land or  in  antiquity. 

Illustration  in  this  vein  is  not  anecdotal  but  illuminative,  and  not  of  a 
story  but  of  a  situation — and  that  includes  the  way  the  landscape  is  affect- 
ing a  beholder  or  influencing  human  events.  It  is  the  same  mode  used  in  the 
old  Flemish  manuscripts,  where  the  pictures  light  up  the  flow  of  the  story 
at  intervals  instead  of  telling  it.  The  story  is  made  to  appeal  in  the  form  of 
recognizable  personal  experience;  and  so  psychological  moments  rather 
than  objectively  described  events  are  chosen  for  the  pictures.  In  this  mode 
there  need  not  even  be  a  story,  only  encounters  and  discoveries  forming  an 


10.6   J.   M.  w.  TURNER,   George  IV  at  the  Provost's  Banquet 


emotional  sequence  in  which  we  feel  ourselves  engaged — the  kind  of  story 
we  feel  almost  able  to  complete  out  of  our  own  imaginative  sympathy,  sup- 
plying background  and  various  possible  outcomes. 

When  there  is  also  a  known  actual  story  (such  as  the  conception  and 
birth  of  Christ),  it  is  told  as  if  tangentially,  the  way  Turner  shows  Hanni- 
bal's trip  or  Regulus'  punishment:  this  is  also  the  way  movies  illustrate  the 
stories  on  which  they  are  based.  In  films,  sweeping  views  of  the  battle,  the 
ball,  the  natural  disaster,  the  prison  break,  are  intercut  with  views  of  small 
groups  against  an  ambiguous  background,  like  Goya's  and  Rembrandt's,  or 
with  close-ups  of  tete-a-tete  encounters,  like  Turner's  two  women  with  the 
letter.  Incident  is  approached  subjectively;  there  is  no  room  for  detached 
pictorial  narration  cast  in  a  uniform  declarative  style,  showing  everything 
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from  the  same  fixed  distance,  episode  by  clear  episode,  one  tableau  after 
another,  with  the  chief  characters  prominent  at  all  times.  Rather,  the  pro- 
gressive dialectic  of  near  and  far,  of  inner  and  outer,  of  private  response  to 
external  circumstance  is  what  makes  the  stories  in  movies  do  their  emo- 
tional work.  Turner  and  Goya,  like  others  following  the  impulse  traced 
here,  struggled  to  make  the  single  picture  do  what  film  has  done  since.  The 
story,  whatever  it  is,  is  not  "told  in  pictures,"  like  the  little  scenes  on  a  pre- 
della  or  in  Hogarth's  sequential  renderings;  it  is  "brought  to  life"  as  if  it 
were  happening,  and  not  being  told  at  all. 

Turner,  like  many  others,  was  also  an  actual  illustrator,  in  that  he  made 
pictures  expressly  to  be  reproduced  in  books  and  expressly  to  go  with  cer- 
tain poems  and  travel  writings.  He  was  one  of  many  to  illustrate  James 
Thomson's  Seasons,  a  favorite  with  lovers  of  the  picturesque,  and  later  he  il- 
lustrated Scott  and  Byron,  always  with  pertinent  landscape,  instead  of 
large  figures  grouped  in  a  subordinate  setting.  The  human  beings  in 
Turner's  illustrations  must  often  be  inferred,  as  so  often  in  his  oeuvre,  and 
for  that  very  reason  the  human  situation  is  made  more  acute  because  we 
rush  to  project  ourselves  into  it.  His  avalanche  painting,  for  example 
(10.8),  shows  a  cottage  being  crushed  under  an  immense  boulder — no 
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screaming  or  gesticulating  bystanders,  no  visible  humans  instruct  us  in 
how  to  react,  as  they  do  in  De  Loutherbourg's  version  of  the  same  subject; 
only  a  hapless  little  cat  clinging  to  the  roof  tells  us  the  house  is  inhabited. 
And  we  feel  ourselves  creating  our  own  close-ups  of  the  despairing  faces 
inside.  The  cat  claws  directly  at  our  hearts  across  the  distance.  Like  many 
film  shots,  this  picture  is  a  vivid  illustration  of  a  human  drama  with  no  peo- 
ple in  it  at  the  moment. 

In  the  period  just  before  Turner's  career  began,  landscape  renderings 
were  not  illustrative  at  all.  They  had  become  more  and  more  transformed 
into  a  commodity  in  England,  where  landowners  liked  to  remind  them- 
selves of  their  own  property  and  of  England's  regional  glories,  as  well  as  of 
their  own  estimable  travels.  There  was  a  demand  for  picturesque  topo- 
graphical views  bound  as  sets  into  books,  and  graceful  pictures  of  well- 
known  sites  were  reproduced  and  sold  individually  as  pleasing  possessions 
for  those  who  never  left  home.  Turner's  own  introduction  to  art  had  been 
through  seeing  and  copying  such  prints,  and  becoming  expert  in  current 
techniques  of  both  topographical  rendering  and  graphic  reproduction.  An 
artist  could  easily  make  a  living  providing  such  pictures,  with  no  preten- 
sions to  imaginative  greatness  or  evocations  of  human  encounters  with  the 
sublime.  Turner  continued  to  serve  this  market  for  straight  topography 
throughout  his  life,  even  while  the  terms  of  landscape  painting  changed 
entirely. 

During  Turner's  lifetime  (1775-1851),  topographical  rendering  was  vir- 
tually transformed  into  art  in  its  most  serious  form.  New  notions  of  Nature, 
chiefly  expressed  in  poetry,  created  an  enlarged  moral  and  esthetic  dimen- 
sion for  what  had  been  a  mundane  and  very  limited  activity.  It  was  the  one 
area  in  painting  (and  its  concomitant  graphic  works)  where  the  imagination 
had  new  territory  to  subdue,  where  feeling  and  seeing  were  perpetually 
combining  to  new  avail.  The  field  was  being  cleared  whereon  the  later 
dramas  of  modern  painting  would  be  enacted;  but  at  the  same  time  the 
screen  was  being  set  up  where  modern  cinematic  topography  would  later  be 
projected.  The  existence  of  such  an  artistic  frontier  enabled  Turner  to  cast 
all  the  great  old  themes  of  history  painting  into  the  subjective  mood,  simply 
by  invoking  the  new  power  of  landscape  to  embody  individual  passion  and 
moral  significance. 

In  The  Battle  of  Fort  Rock,  Veil  d'Aouste,  Piedmont,  1796,  Turner  re- 
creates an  Alpine  battle,  an  episode  from  Napoleon's  invasion  of  Italy 
(10.9).  But  the  fighting  is  crammed  against  the  left  edge  of  the  picture, 
where  the  tiny  opposing  armies  skirmish  on  a  narrow  path  and  bridge.  The 
camera  is  leaving  them  to  it,  moving  back  and  to  the  right  so  that  the  screen 
is  gradually  filling  with  the  image  of  the  big  chasm  into  which  all  these  lit- 
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10.9   J.   M.   w.   TURNER,   The  Batth  of  Fort  Rock ;  Vat  d'Aoustt ,  Piedmont ,  1 796 


tie  soldiers  are  in  danger  of  falling,  whatever  their  loyalties.  Wooded  crags 
rise  on  either  side  of  the  gulf — we  can't  see  the  bottom — and  the  rest  of  the 
mountains  stretch  back  forever.  But  one  wretch  has  already  fallen  onto  a 
narrow  ledge  near  us,  escaping  the  precipice  by  inches;  he  is  being  awk- 
wardly supported  by  a  woman  who  holds  a  baby  on  her  shoulder.  A  camp 
follower?  A  local  matron  from  an  isolated  cottage?  A  gypsy?  He  is  our  mo- 
mentary unknown  hero,  some  ordinary  man  thrust  into  extremity  by  war; 
and  now  history  is  moving  on  without  him,  out  of  the  picture,  and  he  is  at 
the  doubtful  mercy  of  this  chance  woman  and  this  huge  landscape,  both  so 
strange  and  full  of  threat — What  next? 

Turner's  distinctive  style  of  sublimity  could  eventually  find  its  way  in 
book  form  into  people's  inward  sense  of  landscape,  not  just  into  their  pub- 
lic awareness  of  its  power  in  narrative  painting.  He  helped  to  change  every- 
one's private  idea  of  how  views  look,  and  how  it  feels  to  look  at  them,  and  of 
what  they  can  mean,  and  so  to  prepare  the  way  for  the  personally  illuminat- 
ing function  of  modern  film-landscape.  Besides  illustrating  the  Romantic 
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poets,  he  published  several  sets  of  ordinary  English  views — Harbours, 
Rivers,  Castles,  pictorial  accounts  of  journeys — which  also  show  the  magi- 
cal way  straight  topographical  reportage  was  being  transformed  into  illus- 
trative art,  in  an  unprecedented  kind  of  emotional  collaboration  between 
the  artist  and  his  public. 

Turner's  great  contemporary  and  fellow  English  landscape-painter  John 
Constable,  on  the  other  hand,  was  the  other  sort  of  artist.  He  was  entirely 
non-cinematic,  and  helped  to  change  topographical  art  into  transcendent 
painting.  He  made  no  attempt  to  create  an  emotional  universe  in  topo- 
graphical terms;  he  was  interested  in  the  universe  of  paint  itself,  using  his 
beloved  rural  scenery  as  an  enabling  system  for  testing  painterly  bounda- 
ries, not  illustrative  themes.  His  works  are  tremendously  exhilarating,  but 
never  haunting.  He  did  not  "delight  to  go  back  to  the  first  chaos  of  the 
world,"  as  Hazlitt  said  of  Turner,  or  ever  try  to  suggest  the  inward  side  of 
visual  perception.  Constable's  brilliant  verve  remains  detached,  and  keeps 
him  in  the  company  of  Rubens  and  Titian,  as  his  great  admirer  Delacroix 
could  see — himself  an  artist  of  a  similar  stamp.  Cezanne  went  on  from 
there. 

Turner's  Liber  Studiorum,  made  in  direct  imitation  of  Claude's  series 
and  published  between  1 807  and  1 81 9  in  several  volumes,  was  not  a  book  of 
illustrations  for  anything;  it  was  simply  intended  to  demonstrate  in  etching 
and  mezzotint  how  comprehensive  his  grasp  of  landscape  was.  Here  Turner 
was  making  landscape  as  a  broad  idea,  rather  than  as  a  small  pleasure, 
available  to  people  in  intense  black-and-white  imagery  made  for  private 
viewing.  The  Liber  also  showed  that  monochromy  was  perfectly  congenial 
to  Turner,  since  light  was  his  true  subject.  With  his  superior  psychological 
understanding  of  color,  Turner  was  very  subtle  in  his  use  of  it.  After  visit- 
ing the  Louvre,  he  is  alleged  to  have  said,  "Rubens  throws  his  tints  around 
like  a  bunch  of  flowers." 

Turner's  famous  and  ferocious  indistinctness  in  fact  had  special  impor- 
tance in  colorless  works.  We  have  seen  that  the  color  he  used  in  painting 
was  never  very  local — often  not  the  color  of  particular  things  but  rather  of 
the  light  around  them,  fragmented  into  primary  yellows,  reds,  and  blues. 
When  scenes  were  engraved  or  rendered  in  mezzotint,  it  was  the  delicate 
tonalities,  the  sensitive  and  floating  chiaroscuro,  that  carried  the  mood  of 
the  place.  The  psychological  freight  carried  by  topographical  imagery  in 
monochrome  was  thus  shifted  from  the  interplay  of  black  shadows  and 
light  patches  set  up  by  Piranesi  and  Tiepolo  to  the  moving  emanations  of 
cloud  conjured  by  Turner.  This  shift  was  inclusive:  black  shadows  retained 
their  force.  Turner  experimented  with  them,  too,  in  his  later  set  of  dramatic 
mezzotints  referred  to  as  the  Little  Liber  (10.10). 
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10.10  j.  m.  w.  turner,  Paestum.  Mezzotint  from  the  Little  Liber 


The  mezzotint,  as  a  medium  for  translating  watereolor  into  repeatable 
and  publishable  black-and-white  images,  now  permitted  the  movement  of 
light  to  echo  the  movement  of  feeling  with  much  greater  sophistication  in 
pictures  for  general  consumption.  Mezzotint  is  an  engraving  medium.  The 
plate  is  roughened  all  over  by  a  special  tool  to  create  the  dark  areas,  then 
scraped  and  polished  in  varying  degrees  in  the  areas  where  light  is  re- 
quired, and  then  inked  and  wiped  with  several  rags  before  being  printed.  A 
print  by  this  method  evolves  from  general  darkness  to  illumination,  and 
may  have  soft,  subtle,  and  rich  gradations  of  tone.  Mezzotint  helped  to  ex- 
pand the  poetry  of  buildings,  for  example,  to  include  a  larger  emotional  cir- 
cumambience  reflected  in  the  variable  atmosphere  cloaking  crags  or  valleys 
where  they  might  sit,  the  harbors  or  crossroads  over  which  they  might  pre- 
side, singly  or  in  urban  clusters.  They  could  engage  the  viewer  not  just  in  a 
generalized  state  of  expectancy  and  fantasy,  but  in  a  deeper  condition  that 
embraces  nostalgia  and  longing.  Boulders  and  buildings  seemed  to  develop 
stronger  personalities  and  larger  individual  souls,  to  be  enriched  by  shar- 
ing each  other's  presence  in  colorless  overcast  moonlight,  in  gray  daybreak 
or  rainclouds. 

In  this  century  the  black-and-white  still  camera  has  certainly  developed 
these  themes.  But  the  movie  camera  has  had  the  means  to  extend  them  in- 
definitely, using  shifting  gradations  of  tone  for  circumstantial  emotional 
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effect  in  outdoor  settings.  The  mist  in  standard  thrillers,  whether  the  lo- 
cale is  urban  or  mountainous,  the  glowing  smoke  of  battle  scenes  and 
heavy-industry  scenes,  the  glowing  dust  of  desert  scenes  are  all  part  of 
Turner's  legacy.  They  continue  the  dramatic  uses  to  which  he  put  the  ordi- 
nary blurring  of  ordinary  phenomena.  Movies  now  show,  as  Turner  did 
first,  how  real  smoke  and  real  anxiety  may  produce  an  equally  real  and  in- 
distinguishable kind  of  blur,  and  at  the  same  moment. 

Turner's  effects  can  rightly  be  compared  to  those  of  the  camera  (in 
which  he  predictably  showed  much  interest  at  the  end  of  his  life)  because  he 
was  precise  as  to  space  and  scale.  The  vortex  of  light  and  the  detonation  of 
atmosphere  never  dislodge  the  convincing  rocks  and  water,  carriages  and 
shipping,  people  and  animals,  castles  and  huts.  The  rigging  is  accurate,  the 
buildings  stand  up.  No  liberties  are  taken  with  their  stable  actuality,  and 
so  the  luminous  riot  around  them  gains  credibility.  Turner  remains  topo- 
graphical, only  further  recording  the  helpless  shudder  of  desire  and  appre- 
hension at  what  might  be  gathering  shape  at  the  turn  of  the  road  or  across 
the  sunny  water. 

THE  cinematic  impulse  appeared  among  other  English  artists 
of  the  same  period  in  different  ways,  but  still  founded  on  the  desire  to 
make  pictures  conform  to  the  extreme  emotional  possibilities  in  ordinary 
visual  experience;  light  and  shade  had  still  to  predominate.  Size  could  add 
its  force  to  these  in  John  Ward's  Gordale  Scar,  for  example,  and  create 
dread  on  its  own.  The  vast  chasm,  viewed  from  its  floor  by  us  and  one  iso- 
lated bull,  is  offered  in  subdued  colors  on  a  scale  intended  to  overwhelm  us 
directly  with  natural  mystery  (10.1 1).  The  painter  is  not  smiting  us  with  his 
esthetic  position  on  Nature;  he  simply  lets  the  dark  rocks  loom  up  while  the 
black  cleft  draws  us  in  and  the  sky  threatens.  This  would  be  a  haunting 
image  in  small  format,  but  at  eleven  by  fourteen  feet,  it  produces  the  desire 
to  turn  and  run. 

Large  panoramas  became  popular  in  the  last  third  of  the  eighteenth  cen- 
tury, followed  by  dioramas  in  the  early  nineteenth,  so  that  painting  could 
find  yet  other  ways  of  trying  to  escape  its  confining  frame  and  devour  the 
beholder.  When  the  spectator  looked  at  a  panorama  painted  on  the  inside  of 
a  cylindrical  surface,  he  created  the  effect  of  movement  himself  as  he  kept 
turning.  In  1782  De  Loutherbourg's  Eidophusikon  went  further,  offering  a 
continuous  picture  that  actually  moved  across  a  proscenium  to  musical  ac- 
companiment, attended  by  shifting  stage  lights  and  made  to  transform 
under  the  viewer's  gaze  by  the  clever  use  of  lighted  scrims.  The  depicted 
scenes  included  views  of  London  and  storms  at  sea,  with  appropriate 
sounds;  but  the  effect  seems  to  have  remained  picturesque  rather  than  sub- 
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10.11   juhn  ward,  Qordale  Scar 


lime,  theatrical  rather  than  cinematic,  and  it  aroused  wonder  mostly  at  the 
technical  feat.  A  diorama  involved  lighting  a  transparency  from  behind  and 
showing  it  in  a  darkened  room,  varying  the  light  effects  rather  than  moving 
the  picture,  which  would  again  usually  be  a  landscape,  a  seascape,  or  a 
cityscape. 

All  of  these  were  entertainments,  intended  to  be  momentarily  exciting 
and  not  deeply  important.  They  nevertheless  showed  a  Romantic  desire  to 
move  beyond  the  conventional  theater,  with  its  suitably  adorned  perform- 
ances of  texts,  into  a  domain  where  the  sublime  effects  already  attained  by 
landscape  painters  could  be  recast  as  show  business.  They  aimed  to  let  an 
audience  feel  directly  involved  in  the  basic  dramas  of  the  physical  world, 
even  if  only  in  the  form  of  tawdry  illusions,  instead  of  watching  rehearsed 
and  dressed-up  actors  pretending  to  be  so  in  theatrical  action,  diction,  and 
surroundings. 
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The  element  of  show  business  in  rendering  the  sublime  was  heavily  em- 
phasized by  the  history-painter  John  Martin,  who  specialized  in  scenes  of 
Biblical  catastrophe,  including  the  Deluge  and  Judgment  Day,  and  signifi- 
cant debacles  of  legendary  antiquity.  Martin's  paintings  and  graphic  works 
became  extremely  successful  in  the  early  nineteenth  century,  not  only  in 
England  but  in  Europe  and  America,  and  he  had  a  great  deal  of  effect  on 
the  public  and  on  painters  much  better  than  he  was.  He  is  an  example  of  the 
sort  of  artist  almost  entirely  confined  to  film  in  this  century — an  inspired 
special-effects  man,  a  heroic  production-designer.  He  was  an  original 
genius  who  affected  the  imaginative  lives  of  thousands  in  his  own  genera- 
tion and  long  after  his  time;  but  his  productions  exerted  their  influence  in  a 
sensational  mode  that  was  then  regarded  as  artistically  unserious  and  was 
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promulgated  in  popular  media.  The  mezzotints  and  engravings  Martin 
made  of  his  works  had  the  distinction  of  being  instantly  imitated,  forged, 
and  pirated;  his  painting  of  Belshazzar's  Feast  was  illicitly  (and  ineptly,  to 
Martin's  fury)  copied  for  a  diorama — so  immediately  did  he  satisfy  the 
public's  lust  for  the  exact  kind  of  extreme  imagery  he  invented  (10.12). 
Most  serious  art-critics  and  academic  painters  at  the  time  found  it  indigest- 
ible, irrelevant  to  the  development  of  painting;  and  even  his  defenders  in 
the  world  of  art  had  trouble  with  his  technical  weaknesses.  The  standard 
history  of  art  has  omitted  him  entirely  until  lately. 

The  cultivated  men  who  unreservedly  loved  Martin's  works  in  his  own 
day  were  poets,  novelists,  and  literary  critics,  many  of  them  French — the 
same  sorts  of  people  who  in  our  time  first  described  the  artistic  valence  of 
modern  commercial  movies  and  made  them  known  as  more  than  minor  en- 
tertainments. Martin  satisfied  not  just  the  general  but  the  poetic  thirst, 
too,  for  an  illustrative  style  to  match  the  Romantic  sense  of  restlessness,  of 
a  pull  toward  what  is  impossible  or  toward  some  cataclysmic  release. 
Victor  Hugo  and  Gautier  admired  him  greatly;  the  Brontes  all  copied  his 
engravings. 

He  cleverly  worked  on  the  English  passion  for  topography,  then  being 
transmuted  by  greater  English  artists,  and  extended  the  new  emotional 
view  of  real  buildings  to  include  an  emotional  style  for  fantasy  architecture 
— the  same  device  Piranesi  used  first,  and  the  movies  use  to  seize  us  now. 
Charles  Lamb  said  of  Martin's  "towered  structures,"  "They  satisfy  our 
most  stretched  and  craving  conceptions  of  the  glories  of  the  antique 
world."  But  then  he  goes  on  to  remark,  "It  is  a  pity  they  were  ever  peo- 
pled .  .  .  ,"  and  one  can  certainly  see  why. 

Martin's  grasp  of  human  looks  was  very  shaky,  dependent  on  trite  con- 
ventions which  make  his  figures  look  like  cardboard  characters  from  Pol- 
lock's Toy  Theater.  He  has  none  of  Goya's  or  Turner's  psychological 
sympathy,  and  none  of  Delacroix'  sensuous  grasp  of  the  living  body.  It  is 
clear  that  his  fame,  unlike  that  of  the  superior  painters  in  Romantic  times, 
could  not  survive  the  advent  of  Realism  and  the  swift  development  of  cam- 
era vision  thereafter.  But  his  architectural  imagination  was  truly  pro- 
phetic, and  remains  with  us  in  all  sublime  movie  versions  of  legendary 
structures,  including  not  only  the  great  Griffith  sets  but  those  for  Lang's 
Metropolis,  the  Noah's  Ark  and  Tower  of  Babel  in  Dino  de  Laurentiis'  The 
Bible,  and  the  great  bridges  and  causeways  built  by  the  Krel  in  Forbidden 
Planet.  The  War  Room  in  Dr.  Strangelove  and  all  the  futurist  hardware  first 
manifested  in  2001,  and  so  much  imitated  since,  are  all  traceable  back  to 
Martin's  sets  for  Biblical  disasters  and  his  illustrations  to  Paradise  Lost 
(10.13-10.15).  His  invented  crags  and  plains,  sometimes  flooded,  some- 
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Above  and  right:  10.13,  10.14  JOHN 
martin,   The  Bridge  of  Chaos  and 
Pandemonium.  Engraved 
illustrations  for  Milton's  Paradise 

Lost,  1827.  Below:  10.15 
Architectural  vision  from  Lang's 
Metropolis,  1927.  Compare  with 
the  tower  at  the  rear  in  10.12. 
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times  molten  and  burning,  sometimes  celestially  verdant,  likewise  prefig- 
ure the  planet-scape  we  find  in  cinematic  science-romances  that  deal  in 
First  or  Last  Things. 

Martin  was  obsessed  with  architecture  and  engineering  in  real  life.  He 
spent  years  perfecting  plans  for  the  reform  of  London's  sewers  and  water 
supply  and  for  the  redesigning  of  its  public  spaces.  Among  these  was  a 
Thames  Embankment,  of  which  the  extant  section  is  only  a  poor  ghost, 
which  was  intended  to  stretch  for  miles,  all  the  way  from  Greenwich  to  past 
Hammersmith  Bridge.  Martin  sat  on  various  committees  devoted  to  such 
projects  for  improvement,  and  he  published,  at  his  own  expense  and  with- 
out hope  of  recompense,  many  drawings  and  plans  for  his  ideas.  Although 
none  of  them  was  built,  they  were  admired  at  the  time,  and  they  all  dwelt  on 
the  same  kind  of  esthetic  effects  proposed  for  Thebes  or  Gomorrah  in  his 
spectacular  paintings — sweeping  prospects  of  heroic  masonry  lit  with  rows 
and  rows  of  lamps,  endless  terraced  colonnades,  and  massive  towers.  They 
were  sublime  designs  for  a  wondrous  movie  London,  as  re-created  by  an  art 
director  of  the  fortieth  century.  Some  of  his  practical  suggestions  about 
sewage  and  water  supply  were  actually  put  into  effect  after  his  death;  but 
his  unrealized  architectural  renderings  made  their  mark  on  the  drawing 
style  of  later  engineers  and  urban  planners — the  distant  relatives,  per- 
haps, of  those  future  art  directors  still  to  be  affected  by  his  irresistible 
vision. 

Martin  had  no  good  sense  of  the  relative  scale  governing  the  way  near 
and  far  figures  inhabit  a  scene  together;  the  eye  is  always  struggling,  for 
example,  to  fit  The  Bard  comfortably  into  his  setting,  given  the  distance  he 
is  from  the  viewer  and  the  size  of  the  soldiers  below  him,  but  it  never  works: 
the  bard  is  too  large  or  they  are  too  small.  In  fact,  except  for  Moses  divid- 
ing the  Red  Sea,  sticking  one  or  two  agitated  characters  onto  a  stagy  prom- 
ontory near  the  front  of  an  epic  scene  now  seems  to  fail  as  a  convincing 
pictorial  device  for  a  modern  viewer,  because  the  movie-camera  view  of  the 
world  has  come  to. govern  so  much  of  our  extreme  imagining.  Turner  had  al- 
ready presciently  rejected  the  motif  for  his  best  legendary  paintings,  as  we 
have  seen,  and  stirred  his  Hannibal  right  into  the  distant  middle  of  the 
snowstorm.  But  while  the  theater  was  still  setting  the  standard  for  thrills, 
Martin's  arrangements  were  doubly  thrilling:  the  foreground  group  in- 
voked the  best  sensational  elements  of  the  melodramatic  stage,  but  at  the 
same  time  the  viewpoint  was  pulled  far  back,  away  from  the  actors;  and  be- 
hind the  gesticulating  hero,  the  astounded  eye  was  forced  to  scan  amazing 
vistas  from  the  secret  theater  of  dreams. 

Martin's  paintings  work  better  if  the  viewer  edits  out  the  nearby,  dated- 
looking  characters  entirely.  In  Belshazzar's  Feast,  for  example,  his  gaze 
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may  plunge  gratefully  across  a  lengthy  view  of  toreh-lit  banqueting  tables 
where  a  thousand  sit  at  dinner,  just  as  it  says  in  the  Book  of  Daniel.  The 
nearest  group  of  block-long  tables  is  outdoors,  exposed  to  the  acid  glare 
from  ten-foot-high  Handwriting  on  the  hundred-foot-high  Wall;  the  rest 
are  set  up  under  thick  stone  vaults  between  receding  rows  of  squat  columns 
that  finally  disappear  in  darkness  a  mile  away,  where  they  are  crowned  by 
two  bloated  skyscrapers  high  and  fat  beyond  all  hope  of  measurement.  Or, 
in  The  Great  Day  of  His  Wrath,  he  may  see  entire  cities  scooped  from  their 
foundations  and  turned  upside  down  in  the  middle  of  a  blood-red  sky,  the 
towers  crumbling  head  first  into  an  ocean  surging  with  drowned  souls 
(10.16).  The  secret  was  to  be  specific — the  other  (and  much  easier)  way  of 
inviting  the  cinematic  sublime  than  Turner's  use  of  lucent  blur. 

Martin  was  not  a  very  good  painter,  poorly  trained  by  a  provincial  draw- 
ing-master. When  he  submitted  his  grand  machines  to  the  Royal  Academy, 
they  were  treated  with  condescension  and  hung  in  the  anteroom — toler- 
ated, not  much  respected,  but  loved  by  the  public.  Martin  could  not  hope  to 
pit  himself,  as  the  Academy-trained  Turner  did,  against  the  great  painters 
of  the  past.  Instead  he  well  understood  and  served  the  longing  to  have  ex- 
treme fantasy  brought  to  life,  not  in  tempered  and  masterly  productions 
but  by  astonishing  magic.  This  was  a  thing  then  beyond  the  scope  of  the 
stage;  but  it  was  certainly  possible  in  pictures,  if  the  artist  was  prepared  to 
forget  about  Claude  Lorrain. 

One  way  Martin  fostered  the  sense  of  himself  as  a  wizard  was  by  print- 
ing thick  booklets  to  go  with  his  paintings,  souvenir  programs  describing 
all  the  archeological  research  he  had  done  on  Babylon  (or  Tyre,  or  Nine- 
veh), citing  exact  dimensions  and  proportions  and  giving  a  small  outline 
drawing  of  the  picture,  with  each  building  precisely  labeled.  It  was  as  if  to 
say  that  his  own  artistic  talent  had  nothing  to  do  with  his  results:  he  had 
simply  taken  great  pains  to  find  out  the  facts  and  then  conjured  up  the  city 
just  as  it  had  stood.  Then,  usually,  he  would  wave  his  wand  and  show  it  in 
the  throes  of  total  destruction,  the  grand  and  heavy  masonry  shivering  into 
fragments  or  washing  away  in  a  flood,  right  before  your  very  eyes  (10.17, 
10.18). 

In  fact  he  made  the  cities  up,  just  as  he  did  Milton's  "Pandemonium," 
from  verbal  descriptions  that  left  ample  scope  for  the  emotional  style  of  vi- 
sual invention,  for  dramatic  renderings  of  fierce  light,  vast  space,  and  great 
size.  Many  of  the  paintings  were  conceived  in  harsh  reds  and  blacks 
pierced  with  white  lightning,  and  Ruskin  was  right  to  call  them  bombastic. 
The  real  effectiveness  of  Martin's  paintings  showed  in  the  mezzotints  he 
made  from  them.  These  were  monochromatic  versions  much  larger  than  or- 
dinary engravings,  on  which  he  worked  in  various  inks,  using  combined 
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techniques  with  great  care  and  at  great  length,  not  trusting  such  work  to 
artisans  as  many  painters  did. 

The  paintings  themselves  went  on  tour  like  shows,  as  large  history  paint- 
ings often  did,  sometimes  exhibited  as  private  commercial  enterprises  with 
tickets  sold  (in  his  case  along  with  the  explanatory  booklets)  rather  than 
under  institutional  auspices,  and  sometimes  for  royalty.  Martin's  lurid 
paintings  were  immediate  successes,  but  it  was  his  later,  graphic  versions 
that  rightly  spread  his  real  influence.  They  are  much  better  and  more 
haunting:  even  when  tinted,  as  they  sometimes  were,  the  black-and-white 
medium  tempers  the  bombast  and  reveals  the  genius.  It  almost  seems  as  if 
he  was  aware  that  the  graphic  mode  was  his  true  element,  the  medium  that 
would  preserve  him  in  eclipse,  and  through  which  he  might  move  to  reach 
the  imagination  of  the  future  (10.19).  The  great  past  masters  of  painting  he 
could  not  hope  to  rival;  but  he  counts  among  those  who  pushed  the  graphic 
arts  ahead  to  their  cinematic  destiny. 

At  this  period,  just  as  during  the  previous  century  and  more,  it  was  cus- 
tomary for  painters  to  "publish"  their  works  in  graphic  form,  and  the  trav- 
eling exhibition  of  any  given  painting  included  raising  subscriptions  for 
the  promised  engraving  made  from  it.  The  legal  and  financial  aspects  of 
this  relation  between  an  artist  and  his  public  varied;  but  it  was  a  customary 
and  even  necessary  part  of  a  painter's  career  that  he  make  money  from  re- 
productions of  his  works,  as  well  as  from  the  sale  of  the  original  paintings. 
If  he  had  a  serious  graphic  imagination,  like  Rembrandt  or  Turner  or  in- 
deed like  Martin,  he  would  do  the  reproducing  himself,  if  it  was  at  all  possi- 
ble, and  appear  before  the  public  directly  as  a  graphic  artist  even  of  his 
paintings.  His  original  graphic  works — book  illustration  or  single  sheets — 
might  then  be  all  the  more  perceptible  as  great  in  themselves. 

Other  painters,  with  a  purely  painterly  gift,  may  well  have  cared  nothing 
about  the  flavor  of  the  engravings  made  from  their  works,  and  felt  detached 
from  their  possible  graphic  future  in  the  public  consciousness.  Such 
painters,  on  the  other  hand,  often  had  a  supreme  talent  for  the  other  kind 
of  graphic  art — for  drawing,  which  represents  the  unique  moment  of  cre- 
ation and  stresses  its  privacy,  rather  than  its  public  life.  Artists  of  this 
kind  doubtless  felt  themselves  artistically  betrayed  rather  than  confirmed 
by  reproduction,  except  possibly  in  the  form  of  reverent  painted  copies. 
Such  an  attitude  in  turn  helped  to  shape  the  modern  view  of  the  exclusive- 
ness  of  painting,  and  to  divide  it  effectively  from  its  former  audience — the 
ones  who  paid  to  see  the  Martins. 

There  is  no  rule  for  this;  but  many  of  the  painters  I  have  called  cinematic 
— those  flourishing  since  the  spread  of  printed  pictures — have  made  no 
distinction  of  value  between  painterly  and  graphic  expression,  and  also 
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have  been  deeply  concerned  with  the  way  their  own  paintings  became 
graphic.  They  have  kept  a  sense  of  the  seanilessness  of  the  pictorial  world, 
even  a  sense  of  the  porousness  of  visual  awareness  itself — the  way  the  emo- 
tional effect  of  pictures  may  be  indistinguishable  from  that  of  all  other 
kinds  of  visual  experience,  the  kind  in  daydreams,  dreams,  and  daily  visual 
life  all  at  once.  Many  such  painters  seemed  to  desire  a  moving,  flexible  fu- 
ture life  for  their  works  based  on  that  larger  awareness,  not  just  on  the  en- 
during virtue  of  the  original  paint  inside  its  original  frame. 
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In  THE  PAINTING  he  called  Peace:  Burial  at  Sea.  Turner 
showed  white  sails  looking  black  against  a  glowing  sky,  as  if  they  had  crys- 
tallized out  of  the  black  smoke  from  a  cannon  salute  (11.1).  At  the  time, 
certain  of  his  critics  objected;  the  effect  seemed  perverse  and  shocking.  The 
motif  looks  natural  by  this  time  because  we  have  seen  so  many  photo- 
graphic examples,  especially  in  the  persuasive  kind  of  advertising  art  that 
inherits  Turner's  general  aim  to  evoke  raw  responses.  His  painting  was  a 
mourning  tribute  to  a  friend  and  patron,  but  it  approaches  that  subject  so 
obliquely  that  the  chiaroscuro  vocabulary  of  pure  feeling  drowns  out  most 
of  the  descriptive  language  in  the  picture.  The  burial  is  not  discernible — 
we  need  the  caption  to  know  about  it — but  the  fiery  clouds  and  the  black 
sails  above  the  burnished  sea  create  a  strong  elegy  without  anecdotes. 

Turner's  picture  dates  from  1842,  only  three  years  after  the  official 
birth  of  the  camera,  and  two  years  after  the  death  of  Caspar  David  Frie- 
drich. But  thirty-five  years  earlier,  in  his  Cross  in  the  Mountains  of  1807, 
Friedrich  was  already  investigating  the  pictorial  method  Turner  later  ar- 
rived at  for  his  personal  requiem,  and  trying  to  create  a  new  form  of  strictly 
psychological  religious  imagery.  He  was  looking  for  something  that  would 
appeal  to  specifically  Christian  spiritual  longings,  without  falling  back  on 
representing  any  traditional  Christian  myths  or  doctrines.  Friedrich 's 
painting  was  a  devotional  image,  not  just  a  religious  picture;  it  was  built 
into  an  altarpiece  intended  to  inspire  worship.  But  he  used  the  same  terms 
Turner  used  and  movies  now  use  to  evoke  religious  feeling  when  it  is  re- 
quired for  general  purposes,  not  just  for  epiphanic  episodes  in  Bible  epics 
— the  radiant  sky,  with  something  significant  in  sharp  contrast  against  it. 
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Here  it  is  the  cross  and  the  pines,  conflating  nature  and  religion  with  per- 
fect ease  (1 1.2). 

As  in  several  of  Friedriclf  s  paintings,  the  cross  is  only  a  local,  modern 
crucifix,  something  one  might  actually  see  in  rural  areas,  and  the  trees  are 
perfectly  familiar.  So  is  the  sky,  with  its  clouds  cut  by  sunbeams.  The  awe 
is  inspired  simply  through  the  psychic  movement  evoked  by  the  arrange- 
ment. The  soul  feels  most  drawn  by  the  ordinary  made  transcendent;  and 
since  the  biggest  and  highest  ordinary  object  here  is  a  crucifix,  the  soul's 
immediate  response  becomes  associated  with  the  worship  of  the  Christian 
God.  Neither  the  exposition  of  dogma  nor  the  narration  of  mythology  is  nec- 
essary; the  delineation  of  some  pure  symbol,  such  as  a  direct  rendering  of 
a  supernatural  cross,  would  be  lifeless  by  comparison. 
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This  shortcut  to  religious  devotion  by  an  emotional  route  also  leaves  out 
the  artist  as  the  inspired  explicator  of  God's  mysteries  to  men's  eyes.  It  is 
another  case  of  the  "handless  eye,"  the  conjuring  of  the  vision,  not  its  cre- 
ation. Here  it  is  the  conjuring,  rather,  of  a  situation:  the  mysteries  remain 
mysterious,  and  the  whole  relation  between  God  and  human  beings  (includ- 
ing artists)  stays  uncertain  and  therefore  exerts  a  formidable  pull.  Such  a 
picture  suggests  that  divine  revelation  lurks  in  views  of  common  things, 
especially  in  natural  phenomena — but  it  is  the  revelation  of  a  constant 
process,  not  an  answer  or  an  explication.  The  artist  is  only  another  seeker 
and  partial  viewer  like  ourselves,  one  who  puts  a  frame  around  some  mo- 
ments of  the  search  and  opens  a  window  briefly,  like  a  film-maker.  Beyond 
the  frame  is  only  sky  and  landscape,  perhaps  some  animals  or  shipping:  it 
is  our  response,  so  often  urged  and  focused  by  a  salient  foreground  icon 
against  the  distant  light,  that  makes  it  the  Beyond,  the  realm  of  the  spiri- 
tually unknown. 
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The  crucifix  in  The  Cross  in  the  Mountains  is  made  even  more  cinematic 
by  being  shown  slightly  off-center  and  at  an  angle,  like  the  architectural 
fantasies  of  the  Bibienas.  As  with  those  heavy  piers  and  portals,  this  deli- 
cate vision  seems  to  be  turning  in  a  great  arc.  It  makes  us  wish  to  circle  to 
meet  it,  to  put  ourselves  at  its  center,  to  climb  slowly  upward  around  the 
rocks,  to  face  the  rising  beams  directly,  or  maybe  to  face  the  sculptured 
Christ  at  last,  to  be  finally  illuminated  with  it  and  by  it.  The  firm  stones, 
the  enduring  pines,  the  eternal  cross  are  nevertheless  unstable,  caught  in 
the  motion  of  the  earth,  its  sun,  and  our  moving  camera  eye,  beacon  of  the 
aspiring  soul.  Religion  in  the  movies  is  also  a  matter  of  manipulating  the 
light,  whatever  else  is  in  the  picture — natural  wonders,  or  the  interior  of  a 
cathedral,  or  the  dramatization  of  a  canonical  miracle  (1 1.3,  1 1.4). 

For  several  years  after  1806  the  foreground  objects  in  Friedreich's  works 
were  often  human  beings  seen  from  the  hack,  and  often  already  centered  to 
face  the  moment  of  truth  in  the  sunrise,  the  mountain  range,  or  the  oppo- 
site riverbank.  Their  central  placement  works  as  a  focusing  agent,  not  just 
fixing  the  gaze  and  the  attention  but  filtering  them  and  condensing  them 
into  spiritual  engines.  The  background  landscape  may  be  apprehended 
only  straight  through  the  soul  of  the  man  or  woman.  We  move  in  like  a  cam- 
era on  the  back  of  the  head,  and  only  then  beyond  it  to  the  setting,  where 
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the  light  and  the  mist  and  the  hills  may  then  never  be  viewed  neutrally.  The 
person's  private  view  gets  hugely  and  permanently  in  our  way  (11.5). 

Meanwhile  he  does  not  know  we  look  at  all.  He  himself  is  not  precisely 
looking;  often  there  is  nothing  to  see.  But  his  experience — whatever  it  is, 
and  it  must  be  inner — colors  ours  without  his  knowledge  or  intention.  The 
figure  in  a  picturesque  landscape,  on  the  other  hand,  usually  stands  aside 
as  if  purposely  appealing  to  our  gaze  and  guiding  our  understanding,  al- 
lowing us  a  share  in  his  appreciative  version  of  the  view.  Friedrich's  figure 
is  lost  in  it,  and  fundamentally  not  interested  in  what  it  looks  like,  only  in 
what  is  happening  to  him. 

This  is  an  extreme  example  of  the  cinematic  approach  to  landscape.  In- 
stead of  harsh  rocks  and  cascades  standing  for  human  strife  ami  risk,  or 
brilliantly  colored  meadows  for  joy  and  peace,  there  is  often  a  luminous 
void  or  a  misty  prospect  in  which  an  unremarkable  sea  or  field  or  mountain 
forms  a  rather  unfinished-looking  setting.  The  hills  and  water  and  trees 
themselves  may  form  unbeautiful,  even  awkward  compositions.  But  the 
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11.5   C.  D.  priedrich,   Two  Men  at  Moonrise  by  the  Sea.  Chalk  and  sepia  drawing 


movement  of  the  rising  mist  and  spreading  light  draws  on  the  need  for 
meaning  that  burns  inside  our  small  packed  skulls  and  clenched  hearts; 
and  we  are  made  to  feel  the  pressure  of  immense  desire  for  a  point  to 
things.  The  material  in  the  picture  may  often  be  unexciting;  the  picture  it- 
self is  always  intense. 

One  source  of  this  effect  is  Friedrich's  working  method.  He  worked  the 
same  way  Turner  and  Watteau  did,  slowly  building  spontaneous-looking 
paintings  out  of  a  hoard  of  many  incidental  sketches,  and  using  the  same 
motif  several  times.  This  again  is  the  art  director's  method,  whereby  the 
force  of  the  fantasy  makes  the  photographed  result  look  more  natural,  more 
true  to  what  we  want  of  our  phenomena  than  any  straight  record  can  give. 
It's  not  a  matter  of  artistically  retouching  or  exaggerating  a  plain  view,  but 
of  making  the  whole  thing  up  out  of  the  most  effective  small  elements  to 
suit  a  particular  emotional  idea,  and  then  offering  it  as  an  immediate  im- 
pression. There  is  a  very  thin  paint  film  in  Friedrich's  works,  combined 
with  an  occasional  uncertainty  (about  feet  or  ears  or  groups  of  leaves)  in  an 
otherwise  precise,  even  strangled  style.  These  features  reinforce  the  sense 
of  mobile  response,  both  his  and  ours,  instead  of  demanding  any  reverence 
for  his  visible  efforts.  And  again  transparency  is  an  essential  part  of  the  ef- 
fect, the  look  of  a  whole  universe  held  in  existence  only  by  the  taut  and 
tinted  screen. 
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Friedrich  insists  on  the  concentration  of  psychic  attention,  no  other 
kind.  When  he  chooses  something  objectively  spectacular,  like  a  chalk  cliff 
or  an  ice  field,  its  dramatic  looks  are  not  emphasized  by  enthusiastic  brush- 
strokes and  a  theatrical  presentation  designed  for  impact;  its  looks  may  in 
fact  be  somewhat  sobered.  But  he  places  and  lights  the  phenomenon  for 
slow  contemplation,  often  centrally,  so  that  the  craggy  stone  and  the 
jagged  ice  may  not  simply  sit  there  and  show  off,  but  must  develop  the  kind 
of  humming,  magnetic  importance  he  also  gives  to  naked  branches,  a 
ruined  arch,  flat  water,  a  mean  shed,  or  a  fishing  boat. 

Friedrich's  basic  assumptions  were  religious  and  specifically  Protestant 
Christian,  but  his  sense  of  the  human  place  in  the  universe  seems  larger 
than  that.  The  crosses  on  seashores  and  mountaintops,  the  looming  bits  of 
church  and  abbey  seem  important  but  also  incidental.  It  is  as  if  he  thought 
Christianity  was  only  a  small  device  for  organizing  the  huge  spiritual  de- 
sires that  surge  through  human  life,  seeking  some  right  channel  by  ear- 
nestly contemplating  the  often  meager  sum  of  what  there  is  to  see. 
Friedrich  is  interested  in  the  large  dimensions  acquired  by  the  visible 
world  when  in  the  presence  of  a  large  psychological  eagerness. 

Man's  passage  through  his  own  individual  life  was  an  obvious  theme  for 
someone  with  such  a  questing  disposition,  and  the  sense  of  death  as  a  fur- 
ther journey,  even  a  desirable  one.  Friedrich's  works  are  full  of  such  pro- 
gressions, or  the  suggestion  of  them;  and  they  are  rendered  as  if  the  viewer, 
painter,  and  subject  were  together  engaged  in  that  same  forward  movement 
toward  infinity.  This  is  true  even  if  the  subject  is  not  human.  The  great 
central  tree  or  ship  he  often  shows  is  a  character,  undertaking  or  undergo- 
ing some  ordeal,  and  seemingly  in  motion,  twisting,  drifting,  always  seek- 
ing; the  very  hillside  floats  up  hopefully,  an  eager  pilgrim  following  its  tide 
of  visitant  clouds.  The  lighting  of  the  Abbey  in  the  Oak  Wood  or  the  Solitary 
Tree,  as  in  many  other  Friedrich  landscapes,  shows  a  foreground  in  shadow 
contrasted  to  a  luminous  distance,  no  matter  what  else  is  in  the  picture — a 
procession  of  monks  or  a  family,  a  single  shepherd  or  a  single  sail,  some 
horses  or  some  trees.  The  effect  is  of  light  rising  off  the  earth  and  drawing 
everything  after  it,  whatever  the  time  of  night  or  day  (11.6,  11.7). 

Friedrich  represents  the  transcendental  view  of  the  sublime  that  was 
later  to  find  such  effective  exponents  in  America.  He  is  an  early  example  of 
a  specific  strain  in  the  development  of  Romanticism  that  insisted  on  the  lib- 
eration of  the  spiritual  life  from  old  forms  of  religious  constriction,  to  con- 
centrate on  what  Robert  Rosenblum  calls  "the  search  for  the  sacred  in  the 
secular  modern  world."  Rosenblum  finds  Friedrich's  descendants  among 
certain  transcendental  modern  painters,  such  as  Rothko.  But  the  path  Ro- 
senblum traces  leads  away  from  the  realism,  even  the  materialism,  that  was 
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essential  to  Friedrieh's  style  of  search.  Actualities  recorded  by  the  movie 
camera,  on  the  other  hand,  can  offer  a  suitable  vehicle  for  it. 

Friedrieh's  sketches  show  that  he  pored  over  the  exact  look  of  a  straw 
sunbonnet  stuck  on  the  end  of  a  railing,  or  of  a  woman's  empty  house- 
slipper — not,  as  Van  Gogh  later  did  with  his  own  shoes,  to  comment  upon 
them  in  expressive  paint,  or  to  comment  at  all,  but  simply  to  stare  and 
stare,  as  at  the  sea  or  the  sky.  The  camera,  rather  than  any  later  school  of 
painting,  has  specialized  in  that  special  kind  of  stare,  which  seems  to  con- 
stitute a  question  and  a  quest;  and  specifically  it  has  been  the  moving  cam- 
era, which  can  encompass  that  steady  pull,  that  drag  always  onward  that 
prompts  such  staring  to  start  with,  the  sense  of  there  being  more. 

In  twentieth-century  America,  the  movies  have  been  more  significant 
conveyors  of  the  transcendental  impulse  than  any  other  modern  art,  and 
perhaps  all  the  more  for  being  so  long  unrecognized  as  an  art  with  such  ca- 
pacities. Our  movies  had  the  advantage  of  flourishing  unselfconsciously  for 
several  generations,  tempering  their  character  to  our  psychological  needs, 
as  relief  sculptures  or  mosaics  did  in  earlier  worlds.  Like  them,  movies 
were  made  by  many  hands  and  eyes  at  once,  often  with  both  patchy  and 
masterly  results,  the  botches  and  the  glories  existing  side  by  side.  Stanley 
Cavell  claims  film  as  Americans'  necessary  art  in  some  way  that  it  is  not  for 
others.  Indeed  our  artistic  disposition  is  that  of  perpetual  quest,  vision  fol- 
lowed by  eager  revision,  a  willingness  to  throw  everything  out  only  to 
scramble  for  its  recapture,  to  inflate  and  deflate,  to  keep  doubting  and 
looking  again,  claiming  and  reclaiming,  going  to  extremes,  making  artistic 
capital  out  of  a  colossal  lack  of  certainty.  Our  ephemera  may  express  us 
best;  and  out  of  transparent  film  our  movies  spin  and  weave  a  firm  cradle 
for  our  enabling  tales. 

Friedrich  shows,  in  its  purest  form,  where  we  got  it,  which  is  to  say  from 
Romantic  Germany.  By  "it"  I  mean  the  visual  means  that  added  its  own 
transcendental  flavor  to  the  ordinary  or  even  banal  narrative  material  of 
movies.  Again,  the  original  source  is  in  the  Northern  pictorial  tradition  al- 
together. Friedrich  studied  the  Dutch  landscape-painters  of  the  seven- 
teenth century;  but  still  further  back,  his  modern-seeming,  psychologically 
freighted  use  of  pine  trees  and  rocks  derives  ultimately  from  suggestions 
made  about  them  by  Seghers  and  Altdorfer  (see  3.2,  4.1,  and  4.2). 

Art  of  the  Romantic  period  reconstituted  its  own  terms  so  as  to  be  per- 
sonal, to  deal  deliberately  with  the  irrational  and  the  unconscious  elements 
in  life  as  actual  subject  matter;  in  doing  so  it  prepared  the  way  for  the  ar- 
tistic concerns  of  this  century.  The  German  way  of  doing  it  could  rely  on  a 
whole  range  of  overtones  from  the  Northern  artistic  past,  not  all  of  them 
congenial  to  American  cinematic  romanticism. 
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Friedrich's  contemporary  Otto  Runge,  for  example,  invoked  the  sublime 
with  a  panoply  of  overt  symbolism.  Runge  was  eager  to  demonstrate  both 
his  need  to  brood  on  unfathomable  matters  and  his  capacity  to  set  up  a 
stable  visual  system  for  doing  it,  full  of  explicit  supernal  radiance  and 
earthly  wondrousness.  His  art  has  no  descendants  in  cinematography,  only 
in  animated  movies.  In  direct  contrast  to  this,  Friedrich  sticks  to  exact  re- 
ality for  his  version  of  the  personal  sublime,  even  the  reality  of  boring  and 
unwondrous  coastal  rocks  and  dumb  trees.  He  refrains  from  showing  how 
wonderful  his  artist's  sensibility  is;  his  posture  is  one  of  acute  humility,  but 
acute  attention  to  the  bearing  such  things  might  have  on  the  meaning  of 
life. 

This  is  what  makes  these  landscapes  rather  like  the  contrived  movie  sets 
of  the  1930's  and  1940's,  the  backgrounds  for  the  deliberately  Germanic- 
romantic  Frankenstein  and  other  horror  films,  and  for  ordinary  melodrama, 
too  (11.8,  11.9).  Artificial  snow,  carefully  wrought  and  lighted  dead  trees, 
well-made  papier-mache  rocks,  or  canned  moonlight  on  the  water  become 
part  of  the  drama  in  such  films;  we  are  shown  them  as  aspects  of  the  human 
story,  even  if  nobody  is  in  the  frame  at  the  moment.  And  even  if  they  look 
strained,  made  up  for  the  occasion  as  Friedrich's  trees  and  ruins  also  do, 
they  still  do  their  work:  we  are  affected  in  the  right  way  by  the  authentic 
emotional  and  psychological  envelope  they  put  around  events. 

Such  material  in  movies  has  Friedrich's  effect  of  purporting  to  be  a 
plain  record  of  the  surroundings,  not  an  artistic  vision  of  them.  Movies  fol- 
lowing the  Expressionist  example  of  Dr.  Caligari,  on  the  other  hand,  often 
try  to  show  a  deliberately  eonfected  environment  under  complete  artistic 
control,  with  city  streets  and  interiors  overtly  emotionalized;  but  the  essen- 
tial Romantic  style  of  the  classic  cinema  follows  Friedrich's  much  more  re- 
strained program  for  nature.  In  classic  popular  movies,  bare  branches  and 
twilight  skies  and  a  pebbly  beach  with  a  few  broken  boards  on  it  are  made 
to  lookrthe  way  they  really  do  look;  but  the  intensity  of  the  human  situation 
at  the  moment,  whether  it's  one  person's  inner  state  or  a  drama  among  sev- 
eral people,  gives  them  a  pregnant  character,  the  look  of  being  heavy  with 
meanings  projected  into  them  by  human  fantasies  and  perplexities.  This 
look  is  directly  conveyed  first  by  their  very  existence  as  products  of  moving 
light  (that  is,  as  movie-camera  phenomena)  but  also  by  their  slightly  stiff 
look,  which  reads  almost  as  self-consciousness.  This  pointedly  stark  tree 
echoes  what  we  feel;  but  it  can  actually  do  nothing  except  keep  rather  awk- 
wardly standing  there  with  its  branches  sticking  out.  And  that's  enough, 
somehow — just  what  we  want. 

This  is  a  quality  very  different  from  that  conveyed  by  an  expressive  ex- 
aggeration of  form,  or  by  excessive  spectacular  effects.  It  is  also  very  dif- 
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11.8  Still  from  Evangeline,  1929 


11.9  Still  from  Tom  Sawyer,  1938 
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ferent  from  the  look,  common  in  paintings,  of  a  transmuted  impulse  toward 
visual  abstraction,  of  the  artist  showing  what  great  creating  Art  can  do  to 
Nature.  The  followers  of  Friedrich  tracked  by  Rosenblum  into  the  twen- 
tieth century  have  obeyed  that  impulse;  but  other  followers,  doubtless  un- 
conscious ones,  have  been  the  makers  and  photographers  of  natural 
movie-scenery  in  the  classic  Hollywood  days. 

Like  Bruegel,  Friedrich  began  his  career  as  an  artist  in  monochrome. 
His  first  successes  were  small  sepia  brush  drawings,  and  for  years  he 
stated  his  distinctive  themes  in  that  limited  medium,  as  well  as  in  chalk, 
ink,  and  pencil,  before  moving  on  to  oils.  Later  on,  in  the  paintings,  he  con- 
tinued and  varied  the  austerity  he  had  achieved  in  his  early,  colorless 
views,  often  of  nothing  but  empty  sky  and  smooth  sea  with  a  hazy  sun  or 
moon  rising,  and  perhaps  one  or  two  lumpish  offshore  rocks,  or  of  unevent- 
ful fields  and  groups  of  dead  trees.  These  muted  graphic  works  have  a  fully 
expectant  look,  the  air  of  being  settings  for  characters'  responses,  even 
when  there  is  nobody  about  and  the  scene  is  very  dull. 

The  lighting  is  doing  most  of  the  work,  giving  these  flat  phenomena  the 
power  to  suggest  a  longing  for  deliverance  in  the  same  way  that  classic 
movie-scenery — pertinent  settings  for  cinematic  drama,  not  beautiful  lo- 
cales photographed  for  their  own  sake — suggests  a  longing  for  resolution, 
not  resolution  itself.  The  sunset  into  which  the  lovers  ride,  the  road  down 
which  Chaplin  and  Goddard  walk  are  poignant  because  they  show,  even  at 
the  very  end,  the  same  pull  toward  the  still-unknown,  toward  something 
more,  that  the  movie  itself  has  been  exerting.  Friedrich  could  do  it  with  an 
uninteresting  low  wall  containing  a  half-opened  gate,  or  with  the  black  en- 
trance into  a  wood  just  ahead  on  the  sunny  path;  and  like  Chaplin,  he  could 
do  it  all  in  black  and  white  (11.10,  11.11). 

His  settings  are  prepared  for  the  presence  of  plain  characters,  persons 
or  a  person,  not  for  that  of  a  painter  or  a  poet — for  us,  in  fact,  as  direct  par- 
ticipants in  an  emotional  sequence  (not  as  possible  artists'  models,  or  sym- 
pathetic fellow  painters).  He  often  puts  himself  into  the  picture,  but  not  as 
a  painter  or  an  artistically  detached  observer;  and  the  other  figures,  small 
as  in  Turner's  works,  are  also  daydreaming  and  brooding  and  waiting, 
sometimes  in  pairs,  but  never  admiring  the  specific  beauty  of  the  view  it- 
self. There  is  also  no  private  artistic  struggling  in  public,  such  as  Cezanne 
undertakes.  Friedrich  pretends  not  to  be  a  creative  artist  at  all — not  a 
maker  and  changer,  not  even  a  sharp  observer,  only  a  contemplator.  The 
painter's  hard  work  has  been  unobtrusively  gone  through,  the  technical 
mastery  is  swallowed  up  by  the  atmosphere;  that  is  the  art  director's  de- 
sired effect. 

Friedrich  is  another,  like  Rembrandt  and  Goya,  for  whom  there  was  no 
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sharp  break  in  importance  and  no  significant  difference  of  subject  and 
treatment  between  small  graphic  works  and  large  paintings.  He,  too,  shows 
that  for  the  subjective  visionary,  light  is  so  primary  that  the  medium  is 
always  "graphic,"  whether  it  is  black  and  white  or  paint.  Color  is  employed 
as  a  sen-ant,  not  acknowledged  as  a  master,  and  subjects  are  not  ranked  to 
fit  an  idea  of  its  superiority.  To  show  that  a  sunrise  is  compelling  for  the 
way  its  changing  angle  of  radiance  tints  the  soul,  and  not  for  the  glorious 
tints  it  lends  the  sky,  a  tiny  pencil  drawing  will  suffice.  Moonlight  is  a  fa- 
vorite subject  partly  because  it  tends  to  bleach  the  color  out  of  familiar 
things;  and  its  extreme  emotional  effects,  too,  may  be  conveyed  on  a  small 
scale  and  in  the  most  modest  graphic  media.  On  the  other  hand,  the  bright- 
green  meadow  sleeping  in  the  afternoon  light  may  be  brilliantly  painted  in 
one  version,  and  as  brilliantly  drawn  in  sepia  in  another;  the  glitter  of  the 
sun,  a  precious  and  transient  blessing,  is  the  same  in  both. 

The  double  view  of  Friedrich's  two  studio  windows  is  a  crucial  cinematic 
work,  a  private  early  commitment  to  the  portrayal  of  inner  process.  This 
pair  of  sepia  drawings,  two  frames  from  one  film  shot,  was  done  in  1805 
but  not  sent  for  exhibition  until  1 M 1 2;  it  was  as  if  Friedrich  were  hanging 
on  to  them  for  his  own  contemplation.  They  are  among  his  most  startling 
works,  all  the  more  for  being  so  spare,  lacking  arches  or  crosses,  moon- 
light or  sunbeams,  mist,  rocks,  or  people,  or  any  hint  of  ocean  and  old  trees 
(11.12,  11.13). 

What  we  have  instead  is  a  long  gaze  out  the  window  during  working 


11.12   c.   D.   friedrich,   View  from  the  Studio 
Window,  left.  Sepia 

hours.  It  is  a  record  not  just  of  the  simple  river  view  and  its  bare  domestic 
frame,  but  of  what  the  gazer,  pausing  at  his  labors  to  stare  out,  had  on  his 
mind.  Once  more  there  is  no  demonstration  of  what  glories  a  painter  can 
make  out  of  a  mere  glance  at  the  French  doors,  such  as  Matisse  repeatedly 
gives.  Nor  is  it  a  tour  de  force  of  illusionism,  such  as  certain  Dutch  painters 
made.  This  is,  rather,  an  establishing  shot  for  a  scene  of  private  meditation 
on  a  common  enough  theme — the  passage  of  time,  and  the  relation  it  has  to 
the  human  sense  of  inward  change,  the  significant  passage  of  an  inner  life 
amid  the  neutral  flow  of  events. 

How  can  a  view  out  the  window  show  all  this?  It  is  a  film-maker's  ques- 
tion. To  a  modern  movie-goer,  Friedrich 's  pair  of  frames  suggests  that 
after  we  look  for  a  while  at  these  two  uninteresting  windows,  a  person, 
whose  head  we  shall  see  from  the  back,  will  enter  the  frame  and  begin  to 
pace  between  them  in  the  dim  room,  staring  first  out  of  one  and  then  the 
other  at  the  light,  and  allow  us  to  help  him  watch  the  distant  boats  crossing 
the  limited  patch  of  flowing  water,  the  far  clouds,  the  nearby  mast  of  the 


11.13  c  d.  fried  rich,  View  from  the  Studio 
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boat  that  brushes  so  close.  And  as  we  watch  him  watching  them,  we  will 
gradually  and  semi-consciously  see  the  single  key  on  a  hook  in  the  wall,  the 
scissors  on  the  other  hook,  and  the  cramped  reflection  of  the  top  of  the  door 
and  the  top  of  his  head  in  the  dim  little  mirror  facing  us. 

Then  we  will  get  it  and  feel  it — the  large  and  skylit  outer  stream,  the 
small  and  dim  inner  trickle,  the  desire  to  unlock  and  merge,  the  fear  of 
stasis  and  the  hope  in  motion,  the  certainty  of  death.  All  cues  about  such 
understanding  are  buried  in  ordinariness  and  lucidity,  perceptible  only  if 
the  moving  camera  keeps  insisting  on  this  steady  double  view.  The  pres- 
ence of  the  implied  man  or  woman  is  not  even  necessary. 

Friedrich  is  yet  another  of  those  artists  who  use  modish  clothing  to  link 
the  fleeting  visual  world  with  a  condition  of  inner  longing  in  the  cinematic 
way.  Almost  all  his  characters  wear  sharply  contemporary  middle-class 
town  dress,  except  for  the  odd  monk  or  hunter,  or  the  men  in  allegedly  Old 
German  costume  who  have  caused  so  much  comment.  Their  caps  and 
cloaks,  always  seen  from  the  back,  are  more  like  references  to  the  general 
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Romantic  habit  of  fancy-dress,  which  was  an  aspect  of  fashion  at  the  time, 
than  direct  statements  of  alliance  with  "olden-days"  sentiment.  The  gar- 
ments are  in  fact  more  like  conventional  student  garb  (crossed  with  a  sug- 
gestion of  artists'  trappings)  than  they  are  like  the  real  Old  German 
costumes  the  archaizing  Nazarenes  took  up.  Friedrich  sometimes  wore  a 
cap  and  cape  himself,  just  as  Rembrandt  did,  and  perhaps  even  because 
Rembrandt  did,  in  sympathy  with  the  idea  of  the  solitary  artist  as  the 
stand-in  for  the  single  consciousness — the  responding  Man,  never  the 
shaping  and  mediating  God.  The  figures  wearing  them  in  his  paintings 
stand  for  himself  and  a  friend  or  disciple,  shown  in  a  moment  of  private  re- 
ceptivity; and  each  seems  much  more  a  humble  student  than  a  magisterial 
artist.  Most  Friedrich  personnel  wear  modern  fashionable  clothes,  just  like 
movie  actors,  so  that  we  can  be  sure  to  identify  with  their  feelings.  The 
women  especially  (also  just  as  in  movies)  wear  their  fashionable  shapes  of 
skirt  and  hair  and  ornament  as  inseparable  indications  of  their  emotional 
selves,  the  signs  of  present  desire  and  instant  psychological  readiness. 
They  look  absurd  on  mountaintops;  but  somehow  right. 

friedrich  was  famous  and  influential  in  his  time  and  had  a  long 
career,  associated  primarily  with  the  city  of  Dresden  and  its  Academy.  In 
general  he  represents  a  German  way  of  being  an  artist  during  the  Romantic 
period,  serving  a  middle-class  and  intellectual  public  and  leading  a  middle- 
class  town  life.  His  travels  were  modest  journeys  to  and  from  his  childhood 
and  family  homes  or  to  scenic  parts  of  Germany.  He  never  went  to  Italy  or 
France,  or  even  Switzerland,  and  artistically  and  personally  remained  a 
local  phenomenon.  He  made  no  artistic  pilgrimages  to  famous  centers  of 
antique  glory  or  advanced  modern  activity,  and  created  all  his  innovations 
in  the  absence  of  an  artistic  avant-garde. 

Friedrich  was  not  aiming  the  message  of  his  art  at  like-minded  artists 
and  connoisseurs,  either  of  his  time  or  in  the  possible  future,  over  the  heads 
of  ordinary  and  presumably  uncultivated  people.  He  was  consciously  and 
conscientiously  serving  a  present  public,  even  while  embedding  private  fan- 
tasies in  his  paintings.  The  public  in  the  small  autonomous  cities  and  towns 
of  not  yet  unified  Romantic  Germany  in  fact  took  itself  seriously  and  fos- 
tered an  interest  in  the  kind  of  picture  that  did  more  than  entertain.  Be- 
sides the  academies  of  art  and  learning  in  the  larger  cities,  small  civic 
art-societies  collectively  commissioned  works  and  set  up  competitions.  The 
arts  were  not  the  exclusive  property  either  of  princes  in  courts  or  of  artistic 
coteries  in  a  large  capital;  and  art  patronage  was  unconnected  with  either 
kind  of  exclusive  prestige. 

Artists  from  elsewhere  and  even  various  noble  patrons  eventually  visited 
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Friedrieh,  and  literary  people  and  thinkers  from  Berlin.  Weimar,  and  Jena 
wrote  about  him;  but  his  pictures,  like  those  of  other  German  painters,  were 
straightforward  commodities  provided  for  current  customers,  somewhat  in 
the  old  North  European  craft  tradition  which  had  supported  Dutch 
painters  in  the  seventeenth  century — who  of  course  influenced  these  Ger- 
man Romantics.  Consequently,  their  style  and  subject  matter  remained  for 
the  most  part  attuned  to  a  general  bourgeois  taste,  and  tended  not  to  be  es- 
oteric, exclusive,  or  founded  on  a  classical  ideal;  and  in  that  way,  too,  much 
Romantic  German  art  prefigured  the  cinema. 

But  it  is  the  actual  visual  quality  that  is  similar,  not  the  circumstances. 
After  the  austere  spiritual  visions  of  Friedrieh  and  his  friends  Cams  and 
Dahl,  and  the  more  avowedly  Dutch-inspired  interiors  of  Kersting,  came 
the  more  illustrative  works  of  Schwind  and  Blechen,  Ludwig  Richter  and 
Menzel,  Schadow  and  Rethel  during  the  middle  decades  of  the  century. 
These  artists  were  part  of  a  movement  toward  even  greater  naturalism  that 
went  on  in  different  styles  in  different  places,  but  that  also  included  a  new 
interest  in  folk  tales  and  old  legends  as  well  as  in  the  ordinary  events  of 
modern  life. 

Among  these  painters,  the  illustrative  impulse  was  usually  carried  out  in 
the  terms  of  mundane  naturalism  laid  down  by  Friedrieh,  not  in  the  ideal- 
izing and  artificially  artless  mode  adopted  by  the  Xazarenes,  who  went  to 
live  in  Rome  and  copy  medieval  art,  or  in  the  heavy  Neoclassic  style  pro- 
pounded at  the  beginning  of  the  century  by  Gottlieb  Schick.  Persons, 
buildings,  objects,  and  natural  phenomena  were  arranged  and  lighted  for 
maximum  psychological  effect — an  echo  of  the  Dutch  idea — not  for  picto- 
rial harmony,  and  all  themes  were  given  the  flavor  of  momentary  experi- 
ence. The  result  is  cinematic  in  a  more  cozy  mode  than  that  of  Friedrich's 
exalted  scenes,  like  ordinary  movie  comedy  and  melodrama  rather  than  in- 
spired horror  films  and  thrillers. 

The  look  of  having  been  deliberately  set  up  to  look  natural,  only  more  so 
— that  same  look  that  Friedrieh  gave  his  groups  of  trees  and  that  informs 
so  much  Hollywood  set  design — was  part  of  the  effect  sought  by  Blechen 
and  also  by  Schinkel,  both  of  whom  were  actual  set  designers.  Paintings  in 
fact  gave  them  the  chance  to  create  movie  sets,  as  it  were,  to  use  the 
charged  atmosphere  made  possible  by  emotional  lighting  to  better  effect 
than  the  stage  would  allow,  to  make  more  engulfing  drama  out  of  stone 
walls,  snow-laden  pines,  or  Gothic  tracery  outlined  against  a  setting  sun 
than  could  appear  in  any  theater  of  the  time  (see  1.6). 

Meanwhile  Schwind's  The  Morning  Hour,  for  example,  offers  a  small 
personal  scene  with  a  much  more  incidental  and  faintly  comic  flavor  than 
Friedrich's  back  views,  even  while  it  relies  on  his  methods  (11.14).  The  set 
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dressing  in  this  little  scene  is  again  realer  than  real,  too  good  to  be  true; 
but  it  is  also  washed  with  moving  air  and  light  and  framed  as  if  scanned  by 
cinematography,  not  fixed  by  a  still  shot  or  painted  to  show  off  a  skill  at 
charming  detail.  The  effect  is  very  satisfying.  Everything  we  want  in  such  a 
young  girl's  bedroom  at  such  a  moment  is  exactly  right,  and  yet  it  seems 
perfectly  casual  and  in  a  sense  thrown  away — the  camera  is  moving  in  on 
her,  there  will  be  a  cut  to  her  face,  the  scene  will  begin  to  develop.  But  we 
have  absorbed  her  little  slippers  and  the  shoved-back  covers,  the  simple 
sewing  table;  we  feel  her  little  bare  feet  on  the  wooden  floor,  scorning  the 
slippers  in  eagerness  to  let  in  the  light  that  still  pushes  against  the  left- 
hand  blind.  She  ignores  the  mirror  for  the  window — a  simple  girl,  handy 
with  her  needle,  full  of  enthusiasm,  devoid  of  vanity — we  get  it  almost 
without  seeing  it.  Instead  we  watch  her  and  feel  like  smiling,  and  applying 
the  adjective  "little"  to  everything  about  her. 

The  back  lighting  in  this  small  domestic  painting  does  the  same  work  it 
does  in  the  transcendent  outdoor  scenes  of  Friedrich,  the  landscapes  of 
Cuyp,  or  the  interiors  of  De  Hooch.  What  makes  the  picture  cinematic  is 
the  psychological  movement  set  up  by  the  light  coming  toward  us  through 
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the  picture,  drawing  us  toward  what  it  may  next  reveal,  interesting  us  even 
if  the  subject  is  silly;  and  also  by  the  random-seeming  frame  that  cuts  off 
the  chair  back  and  exposes  so  much  extra  floor,  keeping  what  we  see  in  a 
state  of  potential  motion.  Schwind's  picture,  with  its  modest  thematic  am- 
bitions, its  quality  of  middle-class  sentiment  rather  than  larger  spiritual 
striving,  nevertheless  shows  that  high  visual  ideals  may  be  put  to  use  for 
the  creation  of  ordinary  comedy  without  any  loss  of  authenticity. 

This  is  what  the  best  classic  Hollywood  movies  have  done,  even  just  pic- 
torially.  The  Morning  Hour  has  the  movie-frame  quality  one  also  finds  in 
Schalcken  in  the  late  seventeenth  century,  although  he  usually  used  artifi- 
cial lighting.  What  is  similar  and  very  movielike  is  the  charged  quality  of 
the  entire  image.  Such  pictures  offer  the  slightly  melodramatic,  slightly 
erotic,  slightly  sentimental  comic  view  of  life;  but  they  are  cast  in  the  most 
serious  pictorial  terms,  the  ones  based  on  moving  light  and  atmosphere  that 
were  originally  set  up  by  the  first  great  religious  painters  of  the  North  and 
later  used  by  Vermeer.  Schalcken's  and  Schwind's  way  of  conveying  humor 
and  sentiment  in  modern  domestic  drama  is  not  with  a  glossy  array  of 
stagy  gestures  or  broad  caricaturing,  but  only  by  putting  a  background 
condition  of  delicious  popular  fantasy  into  a  very  serious  Northern  render- 
ing of  natural  appearances,  the  kind  that  makes  the  painter  seem  to  disap- 
pear. The  faint  blurring  of  edges  here  again  indicates  the  natural 
movement  of  breath,  the  flicker  of  actual  eyes. 

The  girl's  perfect  figure,  perfect  hair,  and  perfect  bedroom  in  the 
Schwind  are  echoed  in  scenes  from  movies  like  Laura,  for  example,  where 
Gene  Tierney's  perfect  hair,  figure,  and  bedroom  are  photographed  in  live 
motion,  so  we  can  see  they  are  actual,  even  while  we  know  they  are  dream- 
factory  products,  an  art  director's  careful  work.  We  know  it,  but  we  don't 
see  it;  what  we  see  is  Laura  speaking  and  moving;  her  perfections,  arranged 
and  lighted  to  be  seen  by  that  moving  camera,  make  her  both  alive  and  a 
dream.  Schwind  sets  up  his  maiden  in  the  same  way. 

In  the  first  half  of  the  nineteenth  century  the  Germans  were  best  at  this 
kind  of  thing  in  painting,  because  they  had  the  most  direct  access  to  the  old 
Northern  tradition.  Romanticism  could  operate  in  genre  terms,  not  just  for 
the  formulation  of  heroic  or  exotic  new  visions  such  as  Delacroix  was  creat- 
ing in  France.  The  German  Romantic  emphasis  on  folk  tales  as  a  founda- 
tion for  serious  art  gave  movielike  scope  to  simple  stories,  and  especially  to 
fragments  of  possible  stories  not  fully  told.  Genre  themes  were  given  a 
lightly  fairy-tale  character,  that  fantasy  flavor  which  makes  movies  so  com- 
pelling. For  subject  matter,  a  whole  world  of  afflicted  or  frustrated  lovers, 
highwaymen,  ghostly  appearances,  poor  students,  wicked  huntsmen,  hon- 
est woodcutters,  mysterious  monks,  and  sheltered  princesses  could  be  set 
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forth,  arranged,  and  rearranged  in  naturalistic  terms,  without  reference  to 
specific  literary  sources. 

These  "dreams  of  a  people,"  as  Novalis  called  them,  were,  as  the  movies 
have  been  for  us,  the  conduits  of  the  irrational,  of  unconscious  wish.  To 
function  as  such,  they  did  not  have  to  make  use  of  Dante  or  Shakespeare  or 
Keats  or  Tennyson,  as  so  much  English  Romantic  art  did.  In  German  Ro- 
mantic painting,  fantasy-narrative  fragments  could,  moreover,  be  rendered 
in  a  transient  illustrative  style  that  was  connected  to  Dutch  realism,  not  to 
the  idealistic  beauty  of  Italian  Renaissance  art  or  to  the  rhythmic  modes  of 
the  Baroque,  again  such  as  Delacroix  used.  Camera  narrative,  in  illustrat- 
ing fairy  tales  like  Stagecoach  or  //  Came  from  Outer  Space,  must  also  be 
grounded  in  the  action  of  light,  the  record  of  its  movement  through  space. 

Schwind  was  an  ebullient,  wide-ranging  artist  (he  was  also  a  violinist) 
and  he  did  many  sorts  of  fantasy  picture,  some  of  them  cartoonlike,  some 
very  classical  and  heroic  in  style  with  plenty  of  Renaissance  references  to 
both  Durer  and  Raphael,  and  entirely  non-cinematic.  But  his  Apparition  in 
a  Forest,  for  example,  could  again  be  a  frame  from  a  film — all  the  more 
for  being  a  realistic,  quite  economical,  yet  mysterious  image  that  suggests  a 
story  without  telling  it  (1 1.15).  It  could  almost  be  part  of  the  same  film  of 
which  Departure  in  the  Early  Morning  is  another  frame.  There  the  young 
traveler  leaves  t he  house  before  dawn,  the  moon  still  up,  the  old  house  dark 
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11.16    MORITZ   VON  SCHWIND, 
Drparturt  in  flu  Early  Morning 


and  silent  as  he  creaks  open  the  little  door  and  easts  back  a  last  look;  later, 
in  the  woods,  the  moon  is  lower  and  redness  colors  the  east  as  a  Luminous 
lady  in  white  drapery  suddenly  appears  to  lead  him  deeper,  farther,  to 
some  wonderful  and  unforeseeable  denouement,  no  part  of  his  plan  (1 1.16). 

The  "olden-days"  flavor  of  the  apparition  picture  does  not  inform  the 
style  in  which  it  is  done,  only  the  subject.  The  style  contains  no  colorful  me- 
dieval limitations,  no  references  to  stained  glass  or  antique  panel.  The 
lady's  hair  is  bushy  and  ordinary,  not  sinuous  and  decorative,  her  body  is 
palpable  and  also  ordinary,  her  dress  has  real  weight  and  texture  as  the 
wind  stirs  it,  unencumbered  by  the  careful  arrangement  of  art-historical 
folds — it  is  as  if  the  actress  had  draped  on  her  sheet,  brushed  out  her  hair, 
waited  for  the  light  to  hit  her  and  the  wind  machine  to  work,  and  then 
begun  to  move  off  as  the  camera  began  to  turn.  The  youth  comes  crashing 
and  stumbling  after  her  in  the  darkness  through  the  papier-mache  trees. 
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The  scene  is  remarkably  casual  in  composition,  to  keep  the  feeling  of  un- 
certain experience  attached  to  the  theme  of  magic — as  in  the  movies. 

Alfred  Rethel,  who  came  from  the  Rhineland  and  began  his  studies  at 
the  rather  sober  Diisseldorf  Academy,  was  a  very  different  sort  of  German 
artist  from  the  light-hearted  Viennese  Schwind.  His  reactionary  political 
views  did  not  prevent  him,  however,  from  developing  a  forward-looking 
style  of  realism,  even  for  heavy  historical  works  celebrating  the  glories  of 
the  Holy  Roman  Empire.  The  oil  sketch  for  one  panel  in  his  projected 
mural  series  about  the  life  of  Charlemagne  is  another  moment  from  a  his- 
torical film,  quite  different  in  tone  from  the  operatic  style  usually  used  for 
solemn  mural  subjects. 

The  Visit  of  Otto  111  to  the  Crypt  commemorates  a  pilgrimage  to  the 
embalmed  body  of  Charlemagne  by  one  of  his  successors  (11.17).  The  great 
emperor  was  buried  sitting  upright,  and  we  see  the  scary,  underground  cav- 
ity invaded  by  ladder  and  torchlight  as  the  eager  young  king  seeks  inspira- 
tion on  his  knees  before  the  veiled  dead  figure.  His  followers  are  cautious 
and  terrified,  he  is  calm  and  reverent;  and  the  tension  of  the  scene  is  well 
created  by  the  arrangement  of  the  torchlight  that  haloes  the  young  king's 
head,  the  column  cutting  off  our  view  of  one  retainer's  face,  the  descending 
leg  of  another  coming  into  sight  on  the  ladder. 

This  scene  is  "historically  accurate":  medieval  costume  is  thoroughly  in- 
sisted on,  and  dead  Charlemagne  wears  his  famous  crown.  But  the  angle  at 
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which  we  see  the  scene  looks  arbitrary,  as  Rembrandt  often  set  it  up,  as  if 
we  were  a  camera  moving  in  on  it  and  able  at  any  second  to  shift  the  point 
of  view,  or  a  clandestine  person  coming  nearer  to  crouch  behind  the  column 
and  watch.  This  is  Romantic  Realism  at  its  most  acute  before  the  movies, 
here  bringing  history  alive  as  they  were  to  do,  rather  than  arranging  a  his- 
torical tableau.  Once  again,  the  medium  is  nearly  monochrome,  and  only 
the  lighting  makes  the  emotional  terms. 

Rethel  preferred  to  deal  with  matters  of  national  importance,  according 
to  his  own  conservative  views;  Karl  Spitzweg,  another  Southerner  like 
Schwind,  specialized  in  cute  bourgeois  vignettes.  He,  too,  worked  up  a  real- 
istic style  dependent  on  tone,  and  then  used  it  in  a  Technicolor  sort  of  way, 
spreading  a  delicious  multicolored  glaze  over  his  chiaroscuro  compositions. 
The  style  of  low-comic  fantasy  exaggeration  in  Spitzweg's  works  is  affec- 
tionate, quite  unlike  the  harsh  satirical  tone  adopted  by  his  contemporary 
Daumier.  He  never  sacrificed  an  overall  surface  charm  and  comeliness, 
even  for  red-faced  old  soldiers  and  aged  hermits;  the  truly  grotesque  did 
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not  appeal  to  him,  as  it  did  to  Daumier  and  before  that  to  Hogarth.  As  a  re- 
sult, Spitzweg's  vignettes  do  have  a  Hollywood  flavor;  but  his  real  succes- 
sor is  Norman  Rockwell,  not  the  movies  (11.18).  Spitzweg,  just  like 
Rockwell,  has  none  of  Schwind's  understanding  of  the  pregnant,  passing 
situation:  the  frames  are  always  of  fixed  pictures,  not  whole  scenes.  Noth- 
ing leaks  out  at  the  sides,  or  toward  us  to  draw  us  and  make  us  doubtful. 
We  are  cast  as  amused  observers  and  the  artist  is  fundamentally  a  per- 
former, a  cartoonist  and  not  an  illustrator,  despite  the  wash  of  color  and 
the  multiple  details. 

The  emphasis  in  Germany  on  stories,  however,  along  with  a  long  tradi- 
tion of  graphic  talent,  did  make  a  graphic  illustrator  out  of  almost  every 
artist.  Franz  Pforr  did  Diirer  imitations,  Rethel  did  Holbein  imitations, 
Richter  did  Van  Ostade  imitations;  but  many  painters  invented  their  own 
new  way  either  of  illustrating  books  or  of  doing  graphic  series  to  be  pub- 
lished on  their  own.  The  greatest  of  these  was  undoubtedly  Adolph  Menzel, 
whose  monumental  set  of  illustrations  for  a  life  of  Frederick  the  Great, 
published  between  1840  and  1842,  is  a  graphic  masterpiece  with  a  far- 
reaching  influence.  Menzel  himself  acknowledged  the  influence  of  Chodo- 
wiecki  on  the  style  of  this  lengthy  historical  sequence,  and  quite  suitably, 
since  Chodowiecki  was  Frederick's  contemporary  and  Menzel  meant  to  get 
the  eighteenth-century  details  exactly  right. 

But  although  the  sophistication  and  psychological  penetration  of  Chodo- 
wiecki's  graphic  art  were  probably  important  for  Menzel,  he  far  surpassed 
Chodowiecki,  and  entirely  avoided  any  flavor  of  the  eighteenth-century  art- 
ist in  his  actual  drawing.  There  is  something  startlingly  cameralike  in  the 
variety  of  viewpoint,  the  economy  and  vitality,  the  sheer  dramatic  verity  of 
his  hundreds  of  little  pictures  for  this  royal  biography.  They  look  just  like 
storyboards  for  a  historical  movie,  with  a  very  cinematic  use  of  depth  and 
angle  and  lighting  for  the  shots,  combined  with  a  sustained  ability  to  keep 
the  period  costumes,  interiors,  and  military  gear  (to  say  nothing  of  famous 
historical  personages)  totally  actual-seeming,  as  if  filmed  from  various 
points  of  view  on  the  spot,  with  no  recourse  to  copying  bits  of  specific 
eighteenth-century  pictures,  which  would  have  made  it  all  so  much  easier 
(11.19-11.23). 

Each  one  of  these  scenes  is  visualized  as  part  of  an  event,  not  as  a  pic- 
ture at  all.  We  see  it  in  progress,  sometimes  from  a  distance,  sometimes 
from  behind  the  door  or  through  the  window,  sometimes  from  two  feet 
away — and  we  see  only  a  part,  we  must  keep  waiting  for  the  rest,  another 
part.  There  may  be  several  figures  in  the  scene,  a  crowd,  or  only  one  person, 
who  may  not  be  Frederick  but  a  bored  sentry  or  a  waiter.  Or  we  may  see 
Frederick  and  one  other  in  conversation,  only  they  are  a  hundred  feet  away, 
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The  Life  of  Frederick  the  Great: 
11.19  (top  It  ft)  Frederick  by  a  river  in 
consultation  about  improvements. 
11.20  (top  right)  Frederick  with  his 
minister  Cocceji.  11.21  (above  left) 
Armed  farmers.  11.22  (abort  right) 
Frederick  observes  the  enemy  position 
at  Kollin  from  an  upstairs  window. 
11.23  (right)  Frederick  exercises  his 
troops  in  the  rain. 
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and  we  are  observing  t lie  windswept  plain  on  which  they  stand.  This  kind  of 
device  is  another  reminder  of  Aert  de  Gelder's  cinematic  view  of  Christ's 
progress  to  Golgotha,  which  ensures  our  sympathy  for  distant,  unselfcon- 
scious  actors  by  putting  them  into  a  large,  inimical,  or  simply  impersonal 
setting. 

Men/el's  achievement  was  unprecedented  at  its  date  except  in  Dutch 
art,  and  quite  new  in  its  properly  researched  historical  details  rendered  not 
in  a  drawing  style  that  also  suggested  their  date,  but  in  the  Dutch  way,  as  if 
they  were  current  phenomena.  Rethel  had  done  it  for  his  mural  crypt  scene, 
too.  The  Dutch  themselves,  as  we  have  seen,  and  Tiepolo  later  on,  had  re- 
lied on  theatrical  tradition  for  their  "old-days"  effects  in  order  to  make 
them  seem  immediate,  so  that  everybody  would  have  a  present-day  look,  ex- 
cept got  up  in  fancy-dress.  Menzel  was  able  to  dress  up  his  characters  in 
authentic  eighteenth-century  military  uniforms,  hoops,  and  powdered  wigs 
and  then  set  them  into  believable  historical  motion  in  believable  historical 
settings.  The  visualization  is  the  great  feat:  to  be  able  to  see  the  period  fig- 
ures separated  from  their  usual  style  of  rendering,  and  then  to  draw  them 
without  retranslating  them  into  a  conventional  1840's  figure  style.  They  in 
fact  look  sketched  to  resemble  the  effects  of  cinematography,  not  drawn,  as 
if  Menzel  had  invented  the  movie  camera,  then  designed  these  scenes  for  it 
— a  graphic  breakthrough,  well  before  the  practical  event. 

Menzel,  too,  had  begun  life  as  a  graphic  artist,  and  had  no  other  sort  of 
training.  His  best  paintings,  done  in  the  1840's,  are  very  graphic  in  flavor 
and  mostly  of  genre  subjects  with  no  historical  content.  A  few  of  these  also 
have  no  figures  either,  such  as  the  famous  Room  Giving  on  a  Balcony,  and 
yet  manage  to  be  packed  with  human  presence.  When  there  are  people  in 
them,  such  as  in  A  Room  with  the  Artist's  Sister  or  The  Interrupt  ion,  they  are 
captured  in  the  full  flux  of  their  lives,  during  the  course  of  not  entirely 
clear  incidents  that  seem  to  be  parts  of  conversations,  confrontations, 
small  crises  with  no  obvious  resolutions  (11.24,  11.25). 

Later  Menzel  persistently  recorded  imperial  life  in  Berlin,  and  the  char- 
acter of  his  paintings  became  more  diffuse,  less  intense,  more  public,  but 
less  cinematic.  With  some  exceptions  (11.26,  11.27),  the  large  paintings  he 
later  made  from  some  of  his  Frederick  the  Great  drawings  are  unconvinc- 
ing by  comparison  with  the  tiny  originals.  During  his  entire  life,  however, 
his  drawings  kept  their  immediacy  and  some  of  the  intensity  of  Friedrich, 
especially  for  subjects  such  as  newel  posts,  rooftops,  flights  of  stairs,  views 
into  rooms,  and  other  odd  corner-of-the-eye  sights  which  he  treated  as  sub- 
jects for  contemplation  in  the  true  cinematic  style. 

The  Frederick  the  Great  illustrations  had  a  direct  influence  on  English 
illustrators  of  the  1860's,  most  specifically  on  Charles  Keene,  to  whom 
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Menzel  sent  a  packet  of  his  graphic  work  in  response  to  receiving  some  of 
Keene's  by  way  of  tribute.  Keene  was  wholly  a  graphic  artist,  not  a  painter. 
The  Pre-Raphaelite  painters,  although  they  did  many  illustrations,  were 
naturally  disaffected  from  Menzel's  modern  Realist  aims  and  style,  since 
they  were  interested  in  pretending  to  approach  nature  as  if  chastely,  from 
early-Renaissance  artistic  principles,  and  consequently  to  be  deliberately 
pure-minded  about  art  and  avoid  current  vulgarity  at  all  costs. 

For  his  own  illustrations  Rossetti  preferred  the  surface  effects  of  black 
and  white,  using  it  for  its  decorative  authority  rather  than  for  any  crude  re- 
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11.25    ADOLPH  MENZEL,    The  Interruption 


alism  suitable  to  political  cartoons  and  journalistic  reportage.  Rossetti  had 
a  stake  in  linking  the  whole  flavor  of  his  works  to  literature,  and  keeping  his 
black-and-white  illustrations  graphic  in  the  sense  of  having  been  delin- 
eated, or  "written  out"  as  drawings — and  certainly  of  having  been  derived 
from  more  august  precursors  than  Menzel.  Holman  Hunt  flatly  denied 
being  influenced  by  Menzel;  but  it  woidd  be  hard  to  believe  that  Millais  was 
not,  given  the  unusually  modern  dramatic  quality  of  his  graphic  work. 
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Millais,  although  he  was  one  of  the  founders  of  the  original  Pre-Rapha- 
elite Brotherhood,  was  also  a  friend  of  Leech  and  of  Dickens,  clearly  more 
interested  than  Rossetti  was  in  the  visual  desires  of  the  general  public,  and 
certainly  not  afraid  to  be  graphic  in  the  gripping  vulgar  mode  (11.28).  His 
illustrations  have  a  cinematic  look,  although  he  was  never  as  good  as  Men- 
zel,  chiefly  because  his  sense  of  humor  was  less  delicate. 

One  of  the  strongest  elements  in  Menzel's  Frederick  series  is  its  comic 
flavor,  which  is  a  matter  of  considerable  subtlety,  designed  to  humanize  the 
great  man  without  detracting  from  his  greatness.  Humor  seems  to  arise 
spontaneously  from  all  sorts  of  slightly  absurd  human  circumstances  as 
they  are  naturally  revealed  by  chance,  rather  than  from  any  emphasis  slyly 
inserted  by  the  brilliant  hand  of  the  artist,  the  way  it  is  in  the  work  of  Dau- 
mier,  Wilhelm  Busch,  Rockwell,  Spitzweg,  and  many  others — the  "laugh 
here"  effect. 

Keene  was  primarily  a  mildly  humorous  illustrator,  and  perhaps  that  is 
why  Menzel  impressed  him  so.  He  was  also  allegedly  impressed  by  Chodo- 
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11.30  Still  from  Marty,  1955 
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wiecki,  to  whom  Menzel  was  much  indebted  for  his  superb  comic  discretion. 
Keene  was  a  straightforward  magazine  artist  with  none  of  the  high  paint- 
erly aspirations  motivating  the  Pre-Raphaelite  group,  and  no  high  aims  for 
his  graphic  work  (1 1 .29,  11.30).  His  pictures  appeared  in  Punch  and  Once  a 
Week  for  many  years,  and  bear  a  resemblance  not  only  to  those  of  Leech 
and  Millais  but  to  the  ones  of  later  illustrators  such  as  Du  Maurier  and 
Sidney  Paget — all  these,  like  many  other  illustrators  concerned  primarily 
with  dramatic  presentation,  ready  to  sacrifice  decorative  refinement  and 
abstract  harmony  for  the  sake  of  the  impact  of  the  depicted  moment.  Such 
an  impact,  naturally,  required  perfect  mastery  of  pertinent  material  detail, 
with  nothing  extra  to  interfere  but  nothing  important  left  out,  and  a  perfect 
grasp  of  dramatic  light  and  composition. 

The  English  mid-century  illustrators  produced  another  new  develop- 
ment: Dickens  and  Thackeray  and  other  novelists  began  to  work  in  close 
collaboration  with  them  for  the  first  time.  The  success  of  a  novel  as  it  was 
serialized  in  a  magazine  came  to  depend  largely  on  the  success  of  its  pic- 
tures, and  illustrators  began  to  have  an  effect  on  the  actual  writing  of  the 
story.  Thackeray  did  his  own;  Dickens  had  the  help  of  a  whole  series  of  art- 
ists to  portray  his  work  as  he  went  along,  to  whom  he  had  to  give  suitably 
vivid  descriptive  material  episode  by  episode,  so  that  writer  and  illustrator 
could  both  meet  printers'  deadlines.  On  occasion,  the  picture  was  done  first 
and  the  author  wrote  the  scene  afterward  to  fit  it.  The  process  of  fictional 
visualization  was  well  launched,  and  the  movies  were  clearly  becoming  a 
deep  if  unarticulated  necessity. 

Turner,  who  died  in  1851,  had  made  illustrations  for  travel  writings  on 
the  spot,  but  did  so  for  poetic  fictions  only  at  a  considerable  remove — Scott 
and  Byron,  to  say  nothing  of  Homer  and  Virgil,  had  written  the  poems  long 
before  his  pictures  came  into  being.  It  was  the  German  Romantic  habit  of 
illustrating  present  fantasies  as  they  arose,  perhaps,  that  created  a  prece- 
dent and  a  background  for  the  rise  of  English  illustration  at  mid-century 
— a  rise  that  was  followed  by  a  fall  at  its  end,  but  that  in  turn  inspired 
turn-of-the-century  talents  across  the  Atlantic. 

The  idea  that  a  story  needs  constant  visualization — that  it  might  even 
consist  of  nothing  but  visualization — was  not  new,  but  ancient;  but  the  new 
possibilities  for  dramatic  realism  in  art  were  growing  beyond  anything 
comprehensible  to  ancient  eyes.  In  the  late  nineteenth  century,  moreover, 
especially  in  England  and  America,  print  media  were  ready  to  purvey  illus- 
trations to  a  vast  public  in  books,  newspapers,  and  magazines,  not  just  for 
fiction  but  for  the  dramatization  of  current  events  and  historical  moments. 
Before  the  camera  itself  could  get  around  to  it,  the  comprehensive  pictur- 
ing of  both  real  and  imagined  life  was  well  under  way. 
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1  A  STRONG  illustrative  tradition  in  England  had  flourished 
long  before  Menzel's  works  were  published,  and  it  had  created  a  public  to 
support  the  new  surge  of  both  book  illustration  and  illustrative  painting. 
Hogarth  was  the  great  native  forerunner;  and  most  English  artists  respon- 
sible for  the  new  flood  of  works  continued  to  demonstrate,  as  he  had  done,  a 
powerful  connection  to  the  stage.  Writers  of  fiction  did  the  same.  As  Mar- 
tin Meisel  has  shown,  novels  and  stories  could  be  dramatized  for  stage  pro- 
duction in  terms  of  their  concurrently  printed  illustrations,  or  illustrated 
in  terms  of  their  concurrent  dramatization,  or  sometimes  written  on  pur- 
pose to  provide  suitable  material  for  both  pictorial  and  theatrical  tableaux. 

Practitioners  in  all  these  media  worked  more  or  less  simultaneously,  to 
serve  a  public  naturally  eager  for  such  a  thrilling  overlap  in  available  enter- 
tainments. Stories  appeared  weekly  (with  illustrations),  novels  were  seri- 
alized monthly  (with  illustrations  in  each  installment),  and  plays  based  on 
them  were  immediately  written  and  mounted  with  allusions  to  known  illus- 
trations in  the  setting  and  blocking.  History  painting,  revived  and  now 
more  literary  than  ever  (with  more  references  to  Keats  and  Tennyson  than 
to  Homer  and  the  Bible),  joined  in  the  same  alliance,  especially  in  their  en- 
graved and  published  versions. 

Famous  scenes  from  theatrical  literature  were  depicted  by  painters,  and 
the  paintings  were  subsequently  engraved;  but  in  addition,  romantic  situa- 
tions in  modern  life  were  invented  especially  for  theatrical  rendering  in 
paint,  as  if  they  were  scenes  from  Shakespeare.  Abraham  Solomon's  Wait- 
ing for  the  Verdict,  for  example,  a  narrative  picture  based  on  no  known 
story,  had  more  than  one  play  written  especially  to  go  with  it  (1 2.1).  In  such 
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plays,  previous  scenes  led  up  to  the  dramatic  grouping  arranged  by  the  art- 
ist and  made  famous  by  the  engraved  version  of  the  painting;  and  so  the 
picture  came  to  new  life  on  the  stage. 

But  its  initial  appeal  was  as  a  still  image,  not  as  a  fragment  of  dramatic 
action  in  process.  Shakespearean  moments  depicted  in  popular  paintings 
were  likewise  rendered  as  still  tableaux  when  they  were  referred  to  in  pro- 
duction, with  the  action  momentarily  frozen  so  that  everyone  could  recog- 
nize the  source  and  enjoy  the  skill  in  its  realization;  it  was  a  moment  for 
applause.  Engravings  might  also  be  published  showing  moments  from 
stage  productions  that  had  no  pictorial  precedents,  but  were  now  being 
made  into  pictures.  It  may  have  made  little  difference  to  the  public  whether 
a  picture  or  a  stage  production  or  a  story  had  come  first.  Observing  from  a 
later  time,  we  can  see  that  the  black-and-white  illustrations  done  directly 
for  fiction,  and  in  close  collaboration  with  its  writer,  were  the  Victorian  pic- 
tures most  free  of  old  painterly  and  theatrical  associations,  most  forward- 
looking  as  cinematic  prophecy,  and  most  linked  to  the  Northern  graphic 
tradition  including  Bruegel  and  Goya  as  well  as  Menzel. 
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The  situation  with  respect  to  painting  was  something  of  a  closed  system, 
based  on  the  much  older  connection  between  picture  and  stage  picture 
which  had  its  origin  in  the  Renaissance  link  between  art  and  spectacle. 
Italian  Renaissance  court  theater  had  invented  the  framed  vision,  with  re- 
mote and  amazing  illusions  achieved  inside  it,  which  coexisted  with  a  tradi- 
tion of  painting  committed  to  the  same  thing.  On  the  court  stage,  the 
illusion  was  not  permitted  to  emerge  from  the  frame,  and  it  was  composed 
of  shifting  spectacles  accompanied  by  music,  poetry,  and  singing.  All  real- 
istic acting  in  such  a  production  took  place  in  front  of  the  curtain  accord- 
ing to  a  different  time  scheme,  as  a  separate  kind  of  entertainment 
requiring  no  exciting  visual  delights  and  only  a  minimally  appropriate 
backdrop.  Italian  Renaissance  paintings  often  refer  to  this  stage  conven- 
tion, either  by  keeping  the  action  theatrical,  which  is  to  say  subordinated  to 
overall  spectacular  harmony,  or  by  arranging  a  dramatic  encounter  in  front 
of  a  setting  rather  than  inside  it. 

English  popular  stage  traditions,  also  dating  from  the  Renaissance,  de- 
pended (like  Dutch  ones  in  the  Baroque  period)  on  the  acting  of  texts  in 
convincing  style,  rather  than  on  any  harmonious  visual  grandeur  and  illu- 
sion. Only  the  Jacobean  and  Caroline  court  masque,  copying  Italy,  went  in 
for  spectacle;  and  in  later  centuries,  the  two  were  uneasily  combined  on 
public  stages.  Indeed  the  English  stage  continued  to  make  use,  until  well 
into  the  nineteenth  century,  of  a  large  apron  on  which  the  keenest  dramatic 
moments  took  place,  while  supernumeraries  and  distant  spectacular  illu- 
sions were  confined  to  the  inner  stage,  which  was  framed  by  the  three- 
sided  proscenium. 

Although  it  would  seem  as  if  the  new  popular  link  between  plays  and 
paintings  in  nineteenth-century  England  was  the  sign  of  a  move  toward 
film,  the  issue  of  lifelike  portrayal  on  the  Northern  visual  model  was  not  yet 
joined  at  all.  For  staged  or  painted  drama,  there  was  little  portrayal  of  in- 
ward movement,  of  psychological  shifts  that  might  be  combined  with  physi- 
cal action  in  believable  surroundings  into  one  convincing  visual  scheme, 
where  a  viewer  could  feel  psychologically  present  himself,  free  from  artistic 
manipulation  of  his  eyes  and  feelings. 

The  great  Dutch  and  Flemish  artists  and  their  successors  in  Romantic 
times  had  chiefly  used  light  to  make  this  happen,  as  well  as  dynamic  fram- 
ing to  suggest  that  the  viewer's  field  of  vision  was  in  motion.  But  Victorian 
pictorial  lighting  and  framing  tended  to  follow  old  proscenium-stage  ef- 
fects for  dramatic  scenes — except  in  the  work  of  the  black-and-white  illus- 
trators. Panoramic  paintings  such  as  Frith 's  Derby  Day  or  more 
concentrated  groupings  such  as  Solomon's  Verdict,  although  they  have 
great  entertainment  value,  have  much  less  immediate  emotional  effect  than 
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12.3    WILLIAM  POWELL  FRITH,   "The  Arrest."  No.  3  from  The  Road  to  Ruin. 
Etching  by  Leopold  Flameng  from  the  1878  painting 
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H.  K.  Browne's  Dickens  illustrations  or  Millais'  and  Keene's  pictures  for 
stories  in  magazines.  Browne's  little  black-and-white  pictures  more  closely 
resemble  Schwind's  or  Menzel's  Dutch-style  genre  paintings  than  English 
paintings  of  the  date,  which  were  still  bound  to  the  old  Italian  idea  that 
creating  a  lighted  tableau  (even  on  Frith 's  large  scale)  was  the  right  way  to 
offer  drama  inside  a  frame  (12.2,  12.3). 

Such  a  lighted  tableau  would  also  have  painterly  antecedents — in  Tin- 
toretto and  Veronese,  or  Raphael  and  Guido  Reni — to  support  the  authen- 
ticity of  the  artist's  talent  and  the  high  level  of  his  training.  These  would 
register  with  the  picture-viewing  public  and  further  certify  the  scene  in  the 
picture  as  worthy  of  portrayal.  As  "modern  life"  increasingly  became  a 
proper  subject  for  English  paintings,  not  just  for  graphic  reportage  and 
magazine  illustration,  Victorian  painters  had  to  keep  their  efforts  distinct 
from  cruder  pictorial  associations,  especially  when  dealing  seriously  with 
such  flaming  subjects  as  adultery  and  prostitution  or  gross  social 
injustice. 

If  a  painting  smacked  too  much  of  sensational  journalism  or  cheap  por- 
nography in  its  very  form,  the  subject  could  seem  debased,  not  illuminated. 
A  tawdry  modern  seduction  painted  with  Titianesque  richness,  the  sorry 
modern  poor  made  to  resemble  Murillo's  beggars,  or  the  modern  rake  and 
gambler  rendered  in  the  Hogarthian  manner  made  the  painter  seem  free  of 
prurience  as  he  presented  such  topics  dressed  in  their  artistic  best  for  pub- 
lic gaze.  Before  about  1880,  the  result  was  a  sequence  of  unredeemably 
"artistic"  paintings  of  ordinary  life,  deliberately  made  more  remarkable 
and  at  the  same  time  more  emotionally  neutral  by  their  allusions  to  the 
most  august  traditions  of  art.  Black-and-white  engravings  made  from  them 
naturally  had  a  somewhat  cinematic  character,  with  a  larger  capacity  to  in- 
sist only  on  the  subject  and  engage  directly  with  the  viewer's  feelings, 
rather  than  arousing  his  admiration.  Undoubtedly  some  of  the  theatrical 
renditions  of  them  did,  too. 

In  the  theater  there  were  often  technically  arranged  ocean  waves,  light- 
ning flashes,  or  rises  and  collapses  of  structures  in  the  John  Martin  style  to 
enliven  stage  pageantry,  and  cutouts  of  horses  that  could  be  made  to  race 
in  the  distance,  or  of  trains,  carriages,  and  ships  that  could  move  on  and  off 
the  stage,  just  as  they  appeared  to  do  in  the  paintings  from  which  the  set 
had  derived.  Such  arrangements  gave  animation  to  pictorial  stage  settings, 
but  they  also  helped  to  give  the  illusion  of  life  that  was  lacking  in  the  paint- 
ings themselves.  It  is  in  part  that  very  lack  that  lay  behind  the  need  to  write 
plays  "leading  up"  to  the  pictures;  the  public  liked  the  paintings  better 
after  they  had  been  given  the  rough  immediacy  and  psychological  under- 
pinnings of  a  stage  version,  however  optically  awkward  or  slightly  inaccu- 
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rate  it  may  have  been — perhaps  even  because  of  the  awkwardness,  which  is 
more  like  real  life. 

The  Pre-Raphaelites,  as  their  name  shows,  were  trying  to  get  away  from 
the  lighted-stage-with-waxwork-figures  school  of  history  painting,  or  its 
equivalent  in  the  painting  of  modern  life.  They  favored  some  recognition  in 
painting  of  the  actual  stream  of  experience,  rather  than  the  image  of  a  ter- 
rific moment,  fixed  for  a  spectator's  pleasure.  And  they  made  great  strides 
toward  a  liberated  and  cinematic  rendering  of  bodies  and  facial  expres- 
sions, because  they  were  working  not  just  in  imitation  of  very  early  Renais- 
sance models  in  preference  to  High  Renaissance  staginess,  but  in 
repudiation  of  the  current  theatricalized  taste  in  art. 

Millais  was  the  most  cinematic  painter  among  the  Pre-Raphaelites, 
partly  because  his  realism  has  some  of  the  contingent  flavor  of  the  early 
Flemish  paintings.  His  methods  contrast  with  the  way  Rossetti,  Holman 
Hunt,  and  Burne-Jones  tended  to  imitate  the  harmonious  linear  beauty 
and  theatrical  compositions  of  Italian  art.  Millais  was  concerned  with  the 
power  of  color,  like  all  the  Pre-Raphaelites,  but  it  is  the  light  in  Autumn 
Leaves  or  in  his  later  version  of  Keats'  Eve  of  St.  Agnes,  for  example,  that 
makes  the  picture  haunting.  Millais  also  used  individual  models  without 
reducing  them  to  one  type,  and  so  his  best  paintings  still  breathe  and  move, 
while  Rossetti's  and  Burne-Jones'  look  embalmed  in  their  idiom.  Arthur 
Hughes  made  similarly  mobile  and  moving  pictures  infused  with  light  and 
feeling — both  he  and  Millais  had  an  excellent  grip  on  how  to  render  the 
progress  of  personal  drama  convincingly,  rather  than  how  to  freeze  sym- 
bolic action  (12.4). 

The  problem  with  most  Pre-Raphaelite  painting  was  in  the  esthetic  as 
well  as  practical  moral  imperative  behind  it  all.  Ideology  ruins  these  works 
in  some  way,  as  it  also  makes  them  fascinating  to  present-day  eyes.  Be- 
cause Pre-Raphaelite  artists  wished  to  avoid  the  cheap  impact  sought  by 
the  tableau-mongers  of  the  date,  they  unfortunately  also  sacrificed  certain 
basic  pictorial  virtues.  The  main  good  thing  to  go  was  believable  lighting, 
which  was  considered  suspect,  manipulative,  and  stagy.  As  a  result,  Pre- 
Raphaelite  paintings  usually  have  a  uniform  colored  surface,  with  delicate 
modeling  and  no  chiaroscuro,  the  look  of  many  fruits  preserved  in  aspic,  or 
of  a  rug  or  mosaic.  This  quality  may  proudly  refer  to  honest  medieval  prac- 
tice before  the  late-Renaissance  institution  of  coercive  dramatic  devices, 
and  it  certainly  keeps  the  pictures  well  away  from  the  look  of  tableaux  vi- 
vants  and  popular  stage  effects;  but  it  also  keeps  them  from  looking 
credible. 

Again,  it  keeps  them  very  obviously  artistic.  In  many  paintings  by  Mil- 
lais and  Holman  Hunt  and  Ford  Madox  Brown,  the  bodies  and  faces  them- 
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selves  do  have  a  refreshingly  gangly  and  natural  look,  especially  when  the 
faces  are  intended  to  express  a  state  of  continuing  change  rather  than  one 
straight  reaction,  and  the  limbs  are  given  the  slightly  jumbled  quality  that 
normally  informs  much  inward  awareness  of  the  physical  self  at  crucial  mo- 
ments. The  Pre-Raphaelite  painters  studied  the  Flemish  painters  of  the  fif- 
teenth century  as  well  as  the  Italians,  and  appreciated  the  expressive  value 
of  bodily  disequilibrium  in  pictures. 

But  the  desperate  need  for  the  painter  to  appear  as  a  large  actor  in  every 
painting  is  fatal  to  their  effect.  We  get  no  direct  access  to  the  event,  such  as 
Vermeer  lets  us  have;  the  artist  insists  on  explaining  the  point  of  the  pic- 
ture while  we  look  at  it,  and  so  we  cannot  take  possession  of  what  is  hap- 
pening ourselves.  Like  as  not,  the  thing  has  even  been  enclosed  in  a 
didactic,  moral-looking  frame  with  a  superscription,  a  device  resembling 
the  entrance  to  a  private  institution  with  religious  affiliations,  where  we 
cannot  visit  without  a  guide. 

Paintings  such  as  Work,  for  example,  or  The  Last  of  England,  or  The  Hire- 
ling Shepherd,  or  The  Shadow  of  Death  are  apparently  not  really  made  for 
seeing,  despite  the  incredible  effort  at  getting  the  right  clothes  for  Biblical 
characters,  the  right  pebbles,  the  right  cabbages,  the  correct  angle  of  the 
elbow,  or  the  truthful  wrinkle  in  the  shirt,  the  careful  perfection  of  all  the 
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thousand  details  that  force  us  to  know  we  are  not  in  a  theater  (12.5).  They 
are  made  for  study.  Too  many  perfect  iris  and  loosestrife,  too  many  perfect 
cracks  in  the  planking,  too  many  hairs  on  the  lamb  or  the  dog  in  fact  keep 
the  picture  well  away  from  the  truth  of  the  living  eye  and  questing  soul,  in- 
stead of  appealing  to  them.  These  painted  things  are  starved  for  light,  for 
breath  and  space,  and  for  the  imaginative  work  we  should  be  allowed  to  do 
ourselves.  The  very  validity  of  the  human  postures  and  faces  makes  the  pic- 
ture into  an  even  more  stifling  imposition  and  perverse  falsehood. 

The  pressure  to  create  the  new  synthetic  art  of  the  movies,  which  would 
eventually  be  born  in  France  and  America  at  the  turn  of  the  century,  can 
retrospectively  seem  to  have  been  acute  in  Victorian  art,  with  its  links  to 
British  traditions  of  lively  show  business,  serious  fiction,  social  conscious- 
ness, and  graphic  expression.  But  in  England  the  pressure  of  language  was 
keener;  and  Dickens'  later  novels,  for  example,  showed  themselves  more 
and  more  independent  of  illustration,  as  Dickens  himself  took  on  the  job  of 
visualization.  He  had  been  primed  and  taught  by  his  early  collaborators  in 
the  graphic  arts,  but  later  he  was  able  to  do  it  himself  with  words.  All  novel- 
ists eventually  took  on  this  responsibility;  and  illustration  for  fiction  with- 
ered and  died  as  fiction  illustrated  itself,  until  it  came  to  life  again  as 
cinema — although  not  in  England.  The  British  stage  gradually  reaffirmed 
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its  dependence  on  brilliant  language  and  acting;  the  power  of  the  eye 
seemed  rightly  disconnected  from  these,  and  subtly  inferior — just  as  the 
earnest  Pre-Raphaelites  seemed  to  believe  it  must  be,  when  they  wove  so 
much  implicit  commentary  into  the  chromatic  texture  of  their  pictures. 

The  productions  mounted  in  London  by  Henry  Irving  during  the  last 
quarter  of  the  century  represent  a  final  flowering  of  the  pictorial  stage,  and 
a  real  advance  toward  something  new,  although  Irving  also  seemed  to  feel 
the  need  to  justify  his  use  of  spectacle  by  invoking  High  Art.  Irving  aimed 
at  a  whole  work  of  stage  art  in  something  of  the  same  way  that  Wagner  did, 
with  careful  attention  to  creating  a  unified  effect  at  all  times;  and  this  aspi- 
ration is  in  itself  a  new  departure  in  the  cinematic  direction.  In  Irving's 
productions  the  action  was  arranged  to  take  place  entirely  inside  the  pro- 
scenium frame,  and  architectural  settings  were  designed  to  preserve  the 
perfect  illusion  that  action  was  occurring  inside  a  real  church  or  palace,  not 
in  front  of  a  picture  of  it.  Lighting  techniques  were  improved,  and  perspec- 
tival  illusionism  was  greatly  promoted  by  their  clever  use. 

The  idea  that  a  scene  must  have  a  single  flavor  governed  Irving's  use  of 
pictorial  material;  and  again,  his  methods  were  eventually  carried  on  in 
Hollywood.  He  would  arrange  a  scene  to  suggest  an  entire  historical  period 
by  making  very  generalized  references  to  illustrations  that  did  the  same, 
rather  than  referring  to  any  single  known  picture.  The  audience  would  get 
the  general  idea  of  sixteenth-century  Germany  in  his  production  of  Faust, 
for  example,  because  he  would  get  his  scene  painters  to  throw  together  a  lot 
of  material  not  just  from  Diirer  and  Holbein  but  from  a  mixture  of  more  or 
less  modern  illustrations  referring  to  Diirer  and  Holbein,  and  from  pre- 
vious stage  settings  using  the  same  theme.  The  costumes  would  be  done  the 
same  way,  and  the  total  visual  effect  would  produce  a  nebulous  sense  of  rec- 
ognition in  the  spectator.  As  in  Hollywood,  the  overriding  flavor  would  be 
one  of  richness  and  splendor,  of  money  spent  and  effort  made;  and  there 
would  always  be  many  extras  all  doing  one  thing — marching,  or  prostrat- 
ing themselves,  or  gesticulating — as  later  in  movies  they  would  stream 
across  the  desert  on  horseback  or  through  village  streets  with  torches. 

What  also  makes  the  method  movielike  is  the  wish  for  an  effect  that 
looks  right  rather  than  is  right,  so  that  past  art  can  be  indiscriminately 
raided  for  something  that  will  strike  the  right  emotional  note,  even  if  the 
details  are  historically  not  quite  correct.  The  result  will  draw  on  the  spec- 
tator's generalized  storehouse  of  visual  memory  gleaned  from  reproduc- 
tions and  illustrations,  old  theatrical  experiences,  and  old  associations, 
and  so  please  and  entice  him  like  a  daydream,  instead  of  challenging  him  or 
taxing  him  with  what  he  ought  to  know  about,  like  a  school  exercise.  While 
he  catered  shamelessly  to  this  kind  of  ordinary  pleasure,  Irving  was  quick 
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to  try  to  elevate  the  public  tone  of  his  efforts,  and  he  made  a  great  publicity 
feature  out  of  the  famous  painters  who  assisted  him  with  his  scenic  de- 
signs. He  could  thus  be  artistic  and  respectable,  and  keep  his  productions 
apparently  at  a  great  remove  from  sensational  melodramas,  even  though  he 
helped  himself  to  many  of  their  visual  effects  along  with  those  of  scholarly 
painters  like  Alma-Tadema  and  Lord  Leighton.  The  set  and  costume  de- 
signers of  the  great  Hollywood  days  certainly  made  use  of  the  same  method 
for  historical  themes,  and  also  made  much,  in  publicity  releases,  of  the  his- 
torical research  and  artistic  advice  that  had  gone  into  their  productions,  all 
of  which  was  ignored  if  the  result  failed  to  satisfy.  It  is  clear  that  the  desire 
to  go  still  further  with  the  possibilities  of  spectacle,  to  get  beyond  the  con- 
fines of  stages  such  as  Irving's,  is  behind  the  great  sets  built  for  Griffith 
and  Eisenstein  in  the  cinema's  early  days — they  are  attempts  to  overreach 
the  theater. 

But  Irving's  achievement  had  a  more  lasting  influence  on  the  stage  itself 
than  on  the  movies,  especially  the  operatic  stage.  His  miscs-cn-scene  were 
fundamentally  pictorial,  in  that  they  were  composed  to  stay  inside  the 
frame  and  keep  the  spectator  breathless  outside  it,  not  to  enclose  him  in  its 
living  mouth.  Irving  produced  great  classical  plays,  or  modern  ones  made 
in  imitation  of  them,  as  if  they  were  operas;  and  his  own  acting  style  was  de- 
cidedly operatic — outward  and  rhetorical,  not  revelatory  of  inward  states. 
The  English  painters  of  historical  spectacle  such  as  Lord  Leighton  were 
engaged  in  the  same  sort  of  operatic  effort  at  the  same  time,  and  the  real 
progress  he  and  they  made  was  toward  creating  a  new  sense  of  continuous 
action  rather  than  the  formation  of  tableaux.  They  were  trying  to  make  the 
theater  and  theatrical  painting  aspire  to  the  condition  of  music  in  a  way 
that  Wagner's  productions,  with  the  advantage  of  his  new  and  continuous 
actual  music,  in  fact  achieved. 

An  exception  to  the  art-historically  theatrical  style  used  in  England  for 
legendary  material  was  the  work  of  Lawrence  Alma-Tadema.  Alma-Tadema 
was  a  legitimate  heir  to  the  Northern  tradition,  having  been  born  in  Hol- 
land and  trained  in  Belgium;  and  he  translated  his  efforts  successfully  into 
English  without  recourse  to  Italian  Renaissance  models.  He  was  able  to 
produce  a  blend  of  the  High  Victorian  attitudes  toward  antiquity  (which 
combined  archeological  passion  with  a  certain  gentlemanly  fellow-feeling) 
and  his  own,  truly  Flemish  imagination  about  light,  space,  and  texture.  The 
natural-looking  flavor  and  casual  arrangement  of  Alma-Tadema's  intimate 
scenes  and  public  festivals,  which  take  place  in  a  thoroughly  realized  and 
optically  convincing  ancient  Greece  and  Rome,  made  them  congenial  to 
their  casually  behaved  and  well-bred  English  viewers — never  too  stagy  and 
embarrassing,  nothing  overwrought.  It  has  also  since  caused  him  to  be 
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called  an  influence  on  movies,  and  for  much  technical  material  he  actually 
was  (12.6). 

Nevertheless  there  is  no  psychological  motion  in  his  paintings,  no  ten- 
sion and  no  possibility,  despite  the  chanting  throngs,  the  coy  girls,  the  po- 
etry being  recited,  the  playing  fountains.  The  figures  are  models,  and 
unlike  Oaravaggio,  Alma-Tadema  seems  to  have  cared  little  about  them. 
Nobody  is  a  living,  feeling  person,  either  in  the  assumed  antique  role 
among  the  marble  slabs  or  in  the  modern  one  on  the  studio  pedestal;  and  so 
we  cannot  care  much  about  them  either,  and  find  them  false  and  silly. 

But  Alma-Tadema  had  a  magnificent  power  of  visualization  quite  free  of 
stage  habits;  and  his  arrangements  for  framing  his  ancient  scenes  have  real 
movie-camera  freedom,  which  is  well  enhanced  by  his  skill  in  the  rendering 
of  surfaces — fur,  wet  mosaic,  sunlit  water,  and  miles  of  marble.  He  put 
such  environments  into  motion,  even  if  he  had  no  sense  of  how  to  mobilize  a 
human  situation.  And  he  was  a  devoted  antiquarian  besides,  so  that  the 
"effects"  he  produced  were  the  result  not  of  scrambled  history  working  on 
the  beholder's  fuzzy  pictorial  memory  but  of  real  light,  air,  and  angles  of 
vision  animating  perfect  reconstructions.  Irving  employed  him,  but  often 
ignored  him.  The  material  in  his  paintings,  with  all  its  optical  authenticity, 
now  looks  wonderful  in  the  movies,  where  it  is  tempting  to  think  he  meant  it 
to  go.  It  was  largely  unusable  on  the  stage  and  has  not  lasted  in  art;  but  in 
films,  environments  such  as  he  created  can  be  brought  to  wondrous  life  by 
Charlton  Heston  and  Anne  Baxter  instead  of  being  inhabited  by  bored  and 
boring  amateurs. 


3  36 


MOVING  PICTURES 


Meanwhile  staged  and  painterly  paintings  of  legend  such  as  those  of 
Lord  Leighton  were  giving  way  to  the  undramatic  and  unspecific  draped 
visions  of  Albert  Moore  and  to  the  mannered  and  strange  concoctions  of 
the  later  Burne-Jones;  and  full-scale  realistically  conceived  legendary  vi- 
sion in  English  art  eventually  ceased  altogether,  leaving  the  field  to  the 
kind  of  treatment  given  it  by  Redon  and  other  French  and  Belgian  Symbol- 
ists. English  straight  drama  abandoned  spectacular  kinds  of  detailed  and 
elaborate  historical  setting  in  favor  of  simplicity  and  suggestion,  the  better 
to  emphasize  the  power  of  the  word.  But  the  opera,  in  England  and  every- 
where else,  continued  and  continues  to  use  them  to  this  day  as  a  fitting  ac- 
companiment to  the  most  extreme  projects  of  music's  empire. 

Victorian  illustrators,  on  the  other  hand,  had  all  along  been  making 
some  effort  to  visualize  realistic  fiction  in  the  cinematic  and  not  the  paint- 
erly or  stagelike  style.  Illustrators  had  to  show  a  story  in  progress  in  such  a 
way  that  the  plot  was  never  given  away  in  advance  by  too  much  visual  infor- 
mation, but  also  see  to  it  that  the  characters,  along  with  their  interaction 
and  its  surroundings,  were  given  looks  in  keeping  with  the  author's  style 
and  plan,  even  when  he  had  not  specified  them.  The  matter  of  motion,  im- 
possible to  the  theater — the  important  sense  not  only  of  the  scene's  action 
but  of  the  viewer's  participatory  approaches  and  retreats  and  shifts  of  at- 
tention and  association — was  well  considered  by  Browne  and  his  later  col- 
leagues, just  as  it  was  gradually  becoming  a  more  potent  element  in  fiction 
itself — the  effect  of  montage. 

Instead  of  the  arbitrary  frame  that  cinematic  painters  knew  how  to  apply 
but  that  theatrical  painters  avoided,  the  great  British  illustrators,  like 
Menzel,  often  went  further  and  used  no  frame  at  all — a  device  that  keeps 
the  action  from  freezing.  Their  scenes  float  on  the  printed  page  in  a  void,  in 
which  the  viewer  also  floats,  either  close  at  hand  or  at  a  fly-on-the-wall 
point  of  vantage  that  literary  fiction  itself  was  now  making  possible.  For 
the  Sherlock  Holmes  stories,  for  example,  Sidney  Paget's  turn-of-the- 
century  illustrations  show  their  debt  to  Browne  and  Millais  (12.7).  The  pic- 
tures are  dramatically  lighted  and  full  of  enough  action  to  create  suspense 
rather  than  reveal  solutions.  Paget  provides  certain  details  specified  by  the 
author  and  invents  others  to  harmonize  with  them,  and  each  picture  is 
given  as  one  frame  from  a  continuous  narrative  viewed  from  different 
angles  and  distances.  The  frame  is  sometimes  absent  or  more  often  partial, 
leaving  one  side  or  the  bottom  edge  open  to  suggest  fluid  movement  in  and 
out  of  the  depicted  moment. 

In  this  illustrative  tradition  even  the  most  sumptuous  settings  are  of- 
fered in  terms  of  suggestion,  a  matter  of  atmosphere,  as  in  Turner  and 
Goya,  except  for  what  is  immediately  pertinent.  Menzel  was  the  first  to  use 
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this  pictorial  device  for  straight  biography,  to  illustrate  a  hero's  history  di- 
rectly, as  if  it  were  a  set  of  events  personally  perceptible  to  anyone  in  terms 
of  ordinary  experience,  and  free  from  reference  to  old  heroic  depictions, 
even  the  reference  implied  by  enclosing  each  picture  in  four  sides. 

Such  freedom,  as  the  movie  camera  has  been  showing  all  this  time  since, 
is  always  a  matter  of  escape  from  the  fixed  framing  and  stage  lighting  that 
most  painters  and  actors  used  to  agree  looked  right.  But  it  is  also  a  matter 
of  escape  from  conventional  artistic  prestige,  the  ancient  need  to  refer  to 
Veronese  and  company.  References  instead  are  obliquely  made  to  the  much 
less  colorful  Northern  painterly  and  graphic  traditions,  those  of  Rem- 
brandt and  company,  which  had  dealt  in  subjectivity  and  had  given  up  pub- 
lic heroics  in  favor  of  showing  how  things  must  have  seemed  to  individuals 
at  the  time.  Some  British  painters  took  up  this  different  challenge  in  the 
late  nineteenth  century,  chiefly  for  dealing  with  modern  life  rather  than 
staged  history  or  legend. 

The  Graphic,  founded  in  was  a  magazine  specializing  in  current 

affairs  complete  with  accompanying  pictures,  and  some  of  the  black-and- 
white  artists  working  for  it  later  made  paintings  based  on  their  magazine 
illustrations.  Such  a  process,  the  reversal  of  the  usual  arrangement  that 
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caused  original  paintings  to  be  reproduced  in  black  and  white,  is  signifi- 
cant. "Realism"  was  a  new  goal  for  painting,  already  in  full  pursuit  by 
French  painters  like  Courbet,  and  generally  dependent  on  the  old  associa- 
tion of  harsh  subject  matter  with  the  suppression  of  color.  Before  The 
Graphic,  there  had  been  a  great  deal  of  topical  English  journalism  illus- 
trated with  grim  or  comic  black-and-white  pictures;  and  engravings  were 
generally  believed  to  convey  problematic  subjects  with  greater  ease  than 
paintings. 

But  even  more  significantly,  the  camera  was  in  existence  by  this  time, 
making  its  inexorable  and  colorless  point  about  light  and  optical  reality. 
Photography,  unredeemably  "graphic"  in  its  basic  character  as  recorder 
and  reproducer  of  phenomena,  could  not  help  contributing  to  all  painters' 
sense  of  truth-telling,  even  if  they  ignored  its  direct  influence.  It  also  revi- 
talized the  sense  of  possibility  in  graphic  and  "graphic"  art,  to  remind  art- 
ists of  the  colorless  chiaroscuro  employed  in  the  interest  of  realism  by  some 
of  their  greatest  painterly  forerunners.  And  so  the  grimmer  the  aspects  of 
"modern  life"  that  British  painters  were  willing  to  tackle  as  the  century  ad- 
vanced, the  more  they  depended  on  monochrome  graphic  rather  than  color- 
ful painterly  conventions  for  making  them  effective,  keeping  them  from 
being  beautiful  and  insisting  on  their  truth. 

Meisel  has  compared  Waiting  for  the  Verdict,  painted  in  1857,  with  an- 
other prison  picture  Newgate:  Committed  for  Trial  of  1878,  painted  by 
Frank  Holl,  who  was  one  of  the  illustrators  for  The  Graphic  (12.8).  This 
later  image  of  a  poverty-ridden  family  split  apart  by  the  law  and  the  police 
has  none  of  the  high-minded  staged  pathos  of  the  first,  and  likewise  none  of 
its  allusions  to  Poussin.  Twenty  years  have  changed  the  formal  reference  to 
that  of  a  photo-graphic  and  graphic  mode  of  presenting  harsh  facts,  with 
references  to  Goya  and  the  possible  future  of  the  camera  instead  of  to  the 
classic  tragedians  of  painting.  Not  just  the  lighting  and  uneasy  framing 
but  the  ambiguity  of  the  content,  the  uncertain  faces  and  postures  and  re- 
lationships of  the  personnel,  show  the  artist's  aim  to  find  a  new  right  style 
for  rendering  a  specific  but  difficult  situation,  something  messy  and  full  of 
unclear  conflict  at  a  moment  of  maximum  difficulty.  It  has  a  news-photo 
look,  with  nothing  harmonized  according  to  classical  principles,  even  the 
human  relations. 

The  painting  also  looks  back  to  Menzel's  prophetic  interiors  of  the  mid- 
1840's,  despite  the  great  difference  in  the  pictured  milieu.  Whether  the 
scene  is  middle-class  and  comfortable  or  working-class  and  miserable,  the 
imagery  of  tense  subjective  attention  has  the  same  flavor.  The  Holl  paint- 
ing also  resembles  Frank  Bramley's  A  Hopeless  Dawn,  with  its  much  more 
explicit  and  intimate  drama  (12.9);  Caillebotte's  Floor  Scrapers  with  its 
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12.8    FRANK  HOLL,  Newgate:  Committed  for  Trial 


sensitive  reference  to  modern  labor  without  any  other  tale  to  tell  (12.10); 
and  Lovis  Corinth's  Salome  (12.11),  a  shockingly  graphic  German  answer 
to  the  elegant  English  school  of  mythic  rendition.  Whether  the  theme  is 
modern  genre,  the  predicaments  of  the  urban  and  rural  poor,  or  ancient  leg- 
end, the  cinematic  eye  regards  it  with  attention  to  the  movement  of  emotive 
possibility,  the  shifting  aspect  of  things  that  conjures  associations  and  a 
shift  of  feeling,  the  strange  shapes  reality  takes  under  the  light. 

Pictures  in  this  vein  in  the  late  nineteenth  century  share  an  emotional 
cast,  an  appeal  to  empathy,  an  emotional  projection  conjured  mainly  by  the 
sovereignty  of  light  over  design  and  the  consequent  pull  on  the  feelings. 
The  momentary  glimpse  of  an  event,  trivial  or  not,  that  has  unknown  ante- 
cedents and  unknowable  results  is  an  old  theme  in  art;  but  the  theme  be- 
comes part  of  a  movielike  effect  in  such  a  picture,  because  it  seems  to 
contain  not  just  events  we  cannot  know  about,  but  previous  or  future  emo- 
tional states  we  cannot  know  about  either,  a  continuum  not  just  of  external 
action  but  of  living  that  seems  to  include  us. 
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All  sorts  of  small  visual  detail  become  charged  with  potential  meaning, 
as  they  always  do  in  attentive  moments,  so  there  is  no  need  to  give  extra 
noticeability  to  anything  burdened  with  obvious  significance.  On  the  con- 
trary, the  irrelevant  object  takes  it  on.  Caillebotte's  floor  scrapers  have  no 
anecdotal  claims  to  our  sympathy,  unlike  Holl's  cast  of  characters;  but  the 
painting,  with  its  lighted  patch  of  empty  floor  and  its  unselfconscious 
struggling  figures,  has  the  same  ability  to  yield  pathos  w  ithout  seeming  to 
try;  and  part  of  the  pathos  comes  from  the  sharp  tracery  of  the  ironwork  in 
the  window,  which  has  nothing  to  do  with  anything  except  our  eyes,  and 
with  our  present  imagination  about  life  and  work  and  the  beauty  of  floors 
and  railings.  The  associations  are  ours;  the  painter  does  not  point  to  them. 

The  emotional  charge  of  ordinary  phenomena  had  been  a  concern  of 
Turner's  in  the  first  part  of  the  century,  and  later  English  painters  again 
took  up  the  theme  in  terms  of  landscape  itself.  The  new  graphic  realism  of 
feeling  demanded  more  attention  in  art  than  just  what  could  be  given  to 
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modern  human  situations,  wretched  or  privileged.  The  stage  of  life  has 
many  kinds  of  people  on  it;  but  the  screen  of  life  has  much  more  than  peo- 
ple. Both  Turner  and  Friedrich  had  long  before  established  a  vocabulary  of 
light  and  motion  in  paint  to  deal  with  the  way  everything  else  on  the  screen 
besides  humans  can  seem  to  fill  with  human  significance,  even  if  it  has  none 
itself. 

The  new  camera  gave  artists  more  scope  and  a  new  vocabulary  for  the 
same  kind  of  investigation  into  ways  of  creating  drama  without  anecdote, 
declamation,  or  pantomime.  To  do  this  it  was  necessary  at  the  time,  how- 
ever, to  be  a  painter  rather  than  a  photographer;  unless,  as  history  has  re- 
vealed, one  could  have  been  a  cinematographer.  Atkinson  Grimshaw's 
nocturnal  urban  views  show  no  feverish  desire  to  render  high  life  or  low  life 
in  any  particular  light,  only  the  life  of  streets  at  night  glistening  with  po- 
tential event.  The  potentiality,  the  look  of  things  happening  even  when 
nothing  is  happening,  was  still  impossible  to  photography,  but  easy  for 
painters  with  a  long  pictorial  tradition  to  draw  on  for  doing  just  that,  even 
if  it  was  photography  that  was  currently  inspiring  them. 

Grimshaw's  View  of  Liverpool  Quay  by  Moonlight  of  1887  shows  an  om- 


12.12  ATKINSON  GRIMSHAW,  View  of  Liverpool  Quay  by  Moonlight 
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nibus  coach  with  a  green  rear  light  pausing  on  the  damp  cobbles  to  pick  up 
a  woman,  and  several  indistinctly  identified  passersby  on  the  sidewalks 
lighted  by  shopwindows  (12.12).  The  moonlight  of  the  title  is  only  a  remote 
glow  filtered  through  smoke  and  fog,  but  the  streetlights  are  like  jewels, 
the  jewels  in  the  shops  are  like  flames,  and  the  words  on  the  billboards  and 
shop  signs  glow  with  all  the  thrilling  non-significance  that  fills  the  urban 
night.  We  are  looking  at  a  prosaic  corner  of  a  provincial  city,  but  the  scene 
is  laden  with  a  beauty  that  seems,  like  so  much  in  cinema,  to  be  truly  in  the 
eye  of  the  beholder — the  moving  eye  of  the  camera  that  invests  so  much  in 
so  little.  The  picture  is  not  so  beautiful;  it  is  the  crummy  street  itself  that  is 
made  to  twinkle  and  glimmer  with  our  expectations.  In  a  moment  a  pale 
gentleman  played  by  Stewart  Granger  will  emerge  from  the  jeweler's  shop, 
look  both  ways,  and  stride  nonchalantly  across  the  wet  street,  bent  on  sin- 
ister business  among  the  low  life  on  the  docks. 

Grimshaw  did  many  paintings  of  such  city  streets  and  waterfronts,  most 
of  them  not  in  London,  none  of  them  commenting  on  the  specific  evils  of 
the  metropolis,  dwelling  instead  without  comment  on  the  way  light  inter- 
acts with  towns  so  that  reflecting  surfaces  mock  each  other  and  themselves, 
and  the  streetlamp  comments  unwittingly  on  the  moon.  City  living  looks 
hot  or  cold  depending  only  on  which  way  you  face  and  how  fast  you  move; 
windows  glare  like  ice  or  glow  like  coals  in  warehouses  and  shacks  and 
brick  mansions;  wet  pavement  and  river  water  are  grim  or  golden  depend- 
ing on  which  light  is  striking  at  the  time.  It  is  a  new  view,  a  way  to  be  dra- 
matic and  subjectively  poetic  simply  by  being  kinetic  and  optical. 

Whistler  was  a  friend  and  admirer  of  Grimshaw,  as  he  was  of  many  other 
painters  on  both  sides  of  the  Channel  and  the  Atlantic.  Grimshaw  even 
gave  him  some  help  with  perspective;  but  in  other  respects  Whistler  felt 
himself  to  be  a  much  larger  figure  with  far  loftier  artistic  ambitions. 
Whistler's  shower  of  rockets,  however,  could  be  bursting  over  a  Grimshaw 
city,  and  his  views  of  the  Thames  by  night  have  a  similar  suggestiveness, 
the  quality  of  being  settings  viewed  as  if  in  motion  toward  something  more 
(12.13). 

Whistler  found  it  necessary  to  retreat  so  far  from  anecdote  that  he  in- 
sisted on  using  musical  terminology  for  his  titles;  but  that  habit  also  re- 
veals the  kinetic  impulse  behind  them,  and  withdraws  not  at  all  into  an 
objective  attitude  toward  the  scene  itself — quite  the  reverse.  Whistler  cre- 
ated many  pictures  that  have  both  abstract-sounding  titles  and  very  strong 
emotional  presence.  In  an  effort  to  elevate  art  and  himself  along  with  it,  to 
assert  his  own  independence  and  the  sovereignty  of  the  artist,  he  preached 
loudly  about  how  pictures  should  be  recognized  to  consist  only  of  colors 
and  shapes  and  tonalities,  not  the  "claptrap"  of  characters  and  props;  and 
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12.18    J.    A.    McN.    WHISTLER,   Sort  lime  in 
Black  and  (Sold:  Th<  Fulling  Rocket 


yet  his  White  Girl  and  the  portrait  of  his  mother  have  been  loved  for  genera- 
tions because  of  the  women  in  them  and  their  accessories,  not  for  the 
beauty  of  their  composition. 

Whistler  must  have  intended  it  so.  In  emphasizing  (in  his  flamboyant 
speech  and  writings)  the  elementary  components  of  a  painting,  especially 
its  tonal  components,  he  was  in  fact  describing  the  sources  of  mood  and  at- 
mosphere in  any  picture  that  has  a  recognizable  subject;  and  to  consider 
the  power  of  atmosphere  means  to  acknowledge  the  contribution  of  the  be- 
holder's fund  of  personal  fantasy  to  the  picture's  effect,  in  fact  to  depend 
upon  it.  The  "story"  or  the  "drama"  is  just  as  gripping  as  in  the  anecdotal 
mode;  but  it  is  something  half  created  by  the  viewer  out  of  the  expectations 
the  painter  raises  and  the  psychic  weather  he  whips  up.  And  so,  while  de- 
fining out  loud  his  artistic  aims  as  detached  from  any  catering  to  ordinary 
sentiment,  Whistler  was  nevertheless  also  defining  what  largely  creates 
that  very  sentiment;  and  he  made  good  use  of  it  in  his  art,  which  remained 
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Tones  and  Black:  Portrait  of  Theodore  Buret 
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committed  to  realistic  subjects  laden  with  suggestion  and  potential  mean- 
ing— real  bridges  and  real  people — rather  than  to  neutral  props  such  as 
Moore's  girls  from  never-never  land.  And  so  he  could  have  it  both  ways. 

When  Whistler  painted  his  portrait  of  Theodore  Duret  in  1883,  he  called 
it  Study  in  Flesh  Tones  and  Black,  as  if  to  rub  it  in  that  a  picture  is 
only  an  arrangement  (12.14).  But  the  subject  (created,  of  course,  by  the  ar- 
rangement but  by  no  means  identical  with  it)  is  what  makes  the  picture 
vital,  dramatic,  heavy  with  potential  "story,"  a  shot  from  a  film.  The  man  in 
black  evening  dress  embraces  his  wife's  clinging,  rosy  cloak  as  if  it  were 
her  body  and  grips  her  red  fan  in  his  gloved  hand  as  if  it  were  a  dagger.  His 
feet  are  braced,  his  face  is  purpling,  and  the  frown  is  beginning  on  his 
shiny  brow.  The  moment  is  both  poised  and  turbulent;  we  are  waiting.  And 
although  they  are  not  the  whole  story,  the  volatile  purple,  pink,  and  red  and 
the  stiff,  dim  black  are  largely  responsible  for  how  we  understand  what  is 
happening.  With  his  title,  more  than  claiming  the  picture  as  nothing  but  a 
group  of  contrasting  tones,  Whistler  was  distinguishing  what  has  since 
been  recognized  to  create  feeling  and  meaning  through  pictures  by  our 
movie-going  age,  and  what  once  did  so  in  the  Romantic  age  of  Turner.  But 
he  wanted  to  keep  it  (or  perhaps,  for  the  first  time,  make  it)  exclusive,  a 
property  of  High  Art,  an  esthetic  principle  at  odds  with  vulgar  apprecia- 
tion. And  so  the  title  also  wants  to  keep  our  empathy  at  bay,  resist  our  lust 
for  anecdote,  and  maintain  the  picture  strictly  in  the  artist's  keeping,  not 
ours.  He  did  the  same  with  the  Black  and  Gray  mother. 

Whistler  has  been  famous  as  a  herald  of  modernity  in  painting,  an  apos- 
tle of  French  artistic  gospel  to  the  benighted  Victorians;  and  yet  it  is  clear 
that  he  was  also  another  apostle  of  the  cinematic  method  before  movies  ex- 
isted. He  was  known  to  have  learned  abstraction  from  the  Japanese  and  ad- 
vanced modes  of  artistic  Realism  from  the  French,  already  allegedly  free 
from  illustration  and  staginess;  but  he  was  also  a  true  Romantic,  although 
he  did  not  wish  to  appear  so.  That  is  perhaps  because  he  was  an  American 
on  foreign  soil,  and  his  native. aptitude  for  serious  romanticism  was  an  em- 
barrassment to  him.  He  had  to  keep  talking  to  disguise  it;  and  thus  he  for- 
mulated a  number  of  modernist  principles,  almost  out  of  what  seems  like 
private  defiance  rather  than  principled  conviction.  Degas  once  said  to  him, 
"You  behave  as  if  you  have  no  talent." 

Among  the  other  signs  of  Whistler's  cinematic  sensibility  was  his  great 
graphic  talent,  which  he  again  exercised  with  as  much  flair  and  delicacy  as 
he  used  for  paint,  with  similar  tonal  concerns  and  emotional  results.  His 
1860  etching  entitled  Rotherhithe  and  his  painting  called  Wapping  on 
Thames  have  the  same  sort  of  cinematic  disposition.  Each  shows  a  free- 
floating  view  of  a  scene  with  some  people,  rather  like  De  Witte's  fish- 
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monger  scene  from  two  hundred  years  earlier,  here  with  the  boats  and 
water  and  the  shaded  faces  making  an  ambiguous  meeting  out  of  an  ordi- 
nary if  unstable  arrangement  (12. 15,  12.1 6).  Since  the  people  are  sitting,  it 
is  clearly  the  eye  that  is  moving,  scanning  both  the  river  and  the  gathering 
for  some  future  comprehension  of  its  own. 

Whistler  was  not  an  Impressionist  and  also  not  a  Symbolist;  his  affini- 
ties in  France  were  chiefly  with  Degas,  who  also  had  an  interest  in  the  dra- 
matic possibilities  generated  by  overall  tonality,  mobility,  and  ambiguity, 
and  no  desire  to  abandon  the  actual.  But  in  England  Whistler  was  a  snob 
and  a  determined  esthete,  and  did  eventually  abandon  the  work  of  consid- 
ering how  common  life  looks  and  feels.  He  refused  to  be  even  as  much  of  an 
illustrator  as  his  natural  gifts  usually  made  him.  He  did  not  move  in  the  di- 
rection of  abstraction,  which  was  not  yet  quite  available  to  him,  or  of  the 
camera,  which  he  would  have  scorned  to  use,  but  toward  ever  more  ten- 
uously suggestive  vistas  and  glimpses.  For  all  their  vapor,  these  lack  the 
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convinced,  questlike  thrust  of  Turner's  late  works;  Whistler  was  in  retreat, 
not  searching  further.  After  his  death,  "pictorial"  photography  in  the  first 
decade  of  this  century  seems  to  have  been  trying  to  show  Whistler  what  he 
might  have  done  with  the  camera,  along  the  same  vaporous  path.  But  the 
movie  camera,  which  he  might  well  have  adopted  with  even  better  results, 
was  not  available  either.  And  he  would  have  scorned  that,  too.  He  always 
refused,  somehow,  to  be  the  American  artist  he  actually  was. 


THIRTEEN 

America 


A 

aA  M  E  R  I  C  A  N  romanticism  is  always  realistic.  American  Roman- 
tic art  has  blended  poetic  aspiration  with  great  respect  for  the  specific,  a 
continuous  hard-headedness  wedded  to  a  not  always  coherent  spiritual  de- 
sire. This  is  an  esthetic  character  and  stance  that  can  easily  seem  ridicu- 
lous, especially  when  it  is  expressed  in  works  of  art  that  are  less  than 
excellent,  or  in  works  of  commercial  and  popular  art.  Sentimentality  and 
bombast  lie  in  wait  to  take  over  the  stylistic  government,  however  earnest 
the  basic  aims,  if  those  aims  are  founded  on  contradictions  that  are  beyond 
the  scope  of  the  artist  or  of  the  medium.  The  American  movies  ever  since 
Griffith  have  often  had  an  aspiring  rather  than  a  confident  quality,  a  visual 
romanticism  reaching  toward  an  unarticulated  grandeur,  toward  excess, 
toward  some  kind  of  largeness  or  sleekness  or  creative  overemphasis,  com- 
bined with  a  great  straightforwardness  of  theme  and  a  literal-minded  moral 
flavor.  American  fantasy  has  had  to  struggle  for  any  expressive  unity  it  has 
achieved,  and  the  struggle  has  showed,  becoming  part  of  the  expression 
and  part  of  the  achievement. 

In  many  movies  and  in  some  allegorical  subjects  treated  by  American 
folk  artists  or  portraits  by  untutored  limners,  the  results  were  ridiculous 
indeed,  untempered  by  irony  or  ambiguity,  but  often  appealing  for  their 
very  unwieldiness.  Even  in  bad  Hollywood  movies  an  appeal  is  generated 
by  the  very  fact  that  the  hard-headed  camera  is  recording  every  melo- 
dramatic moment,  every  poetic  visual  effort,  every  thrilling  effect,  even 
when  it  fails.  The  aspiring  character  remains  in  the  very  look  of  the  thing, 
the  flavor  of  an  invincible  pictorial  romanticism  even  in  the  cynical  pro- 
ductions of  a  mass  entertainment  business,  offered  without  pretensions 
to  high  art.  Vulgarity  and  tediousness  of  theme,  direction,  and  acting 
can  be  redeemed  by  pure  camera  magic,  even  the  kind  that  has  been  uneon- 
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sciously  created,  in  a  way  impossible  for  analogous  lapses  on  the  live  stage. 

The  movies  in  America  were  carrying  on  an  American  tradition  of  style 
in  visual  art  that  had  begun  long  before.  American  painting  in  the  early 
nineteenth  century,  and  even  in  the  eighteenth,  had  some  of  the  same  flavor 
of  romantic  aspiration  combined  with  literalness,  the  same  desire  that  a 
work  of  art  should  be  both  wondrous  and  honest,  both  blunt  and  transcen- 
dent without  compromise  either  way,  so  that  the  result  is  often  slightly 
overwrought,  weird,  often  esthetically  insecure,  but  compelling  for  that 
very  reason. 

John  Singleton  Copley  set  the  tone  for  the  American  arts  in  his  Watson 
and  the  Shark,  a  picture  that  offers  a  heroic  and  erotic  vision  of  a  frighten- 
ing contemporary  incident  and  a  documentary  record  of  it  at  the  same  time 
(13.1).  It  is  an  example  of  how  realism  in  art  may  be  romantic  without  the 
classical  vocabulary  for  artistic  excitement,  the  Baroque  lunges  and  flour- 
ishes and  attendant  sartorial  flutter  perfected  by  Rubens  and  others,  but 
by  using  the  direct  pictorial  drama  best  employed  by  the  Flemish,  the 
Dutch,  and  later  the  Spanish:  light  and  shade,  naturalistically  unstable 
physical  action,  psychologically  accurate  facial  expression,  and  rightly 
constructed  real  clothes,  whether  they  are  costumes  or  not. 

Copley  agreed  to  render  a  modern  event  for  which  he  could  put  the  peo- 
ple in  modern  dress  and  then  juxtapose  them  to  a  naked  figure  in  extrem- 
ity, a  device  of  much  greater  dramatic  power  than  showing  a  nude  among 
draped  or  costumed  figures.  And  although  the  realistic  method  he  per- 
fected was  drawn  from  Northern  models — or  from  English  ones  based  on 
Dutch  prototypes — he  could  here  combine  it  with  subtle  references  to  Ra- 
phael's Miraculous  Draft  of  Fishes  and  still  not  depart  from  drama  in  the 
direction  of  theater.  The  scene  is  overbearingly  immediate,  and  Raphael 
hardly  shows.  The  slight  classical  reference  keeps  the  picture  bearable, 
rather  than  making  it  romantic.  The  romanticism,  in  American  fashion,  is 
in  the  realism  itself,  in  the  lifted  hair  of  the  harpoon  wielder,  the  bald 
man's  grip  on  the  other  one's  shirt,  in  every  actual  detail  being  shown  as  in- 
trinsically dramatic,  instead  of  having  rhetorical  devices  signal  traditional 
thrills. 

The  painting  is  very  large  for  its  subject,  again  in  keeping  with  emergent 
American  esthetic  habits.  The  topic  seems  more  appropriate  for  a  small 
magazine-engraving  like  the  thousands  of  later  ones  depicting  sensational 
current  events.  But  these  common  sailors  in  danger  are  blown  up  to  movie- 
screen  size,  with  the  water  and  the  murderous  shark  ready  to  swallow  the 
viewer  as  if  he  were  another  nearby  naked  boy.  This  is  an  example  of  a  pic- 
ture that  seems  to  be  going  on,  that  needs  watching  rather  than  study,  that 
refuses  to  settle  comfortably  into  its  frame  but  continually  promises  or 
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13.1    JOHN  SINGLETON  COPLEY,    Watson  and  the  Shark 


threatens  more  than  it  actually  shows.  The  motion  in  it  is  unaccountable, 
pushing  out  of  the  frame  and  out  at  us,  borne  by  water  and  fright. 

Copley  did  the  other  kind  of  work,  too,  in  which  events  are  portrayed  in 
The  Grand  Manner;  but  those  were  products  of  his  later  years  in  England. 
Like  Whistler,  he  eventually  found  his  artistic  ambitions  compromised  by 
America  and  sought  a  more  lofty  esthetic  arena  for  them.  But  Watson  was 
prophetic,  not  just  of  American  painting  but  of  American  movies.  It  has  the 
openness  to  its  audience,  the  engulfing  effect  of  cinema,  and  it  shows  a 
willingness  to  be  extreme,  to  skate  near  the  edge  of  banality  and  sensation- 
alism; at  the  same  time  the  subject  is  presented  without  artistic  fuss,  in 
documentary  terms  as  if  a  camera  had  been  turned  on  it.  It  has  an  unself- 
conscious  seriousness,  and  an  air  of  thrilling  expectation  built  on  the  fresh 
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idea  that  the  recording  of  facts  can  be  used  as  a  romantic  artistic  device.  As 
film  has  later  shown,  the  final  effect  is  all  in  the  editing. 

American  vision  in  the  first  half  of  the  nineteenth  century  continually 
enlarged,  to  fill  the  endlessness  of  the  Western  expanses.  Landscape  could 
eventually  become  the  proper  American  religious  art,  suitable  to  the  idea 
that  God  had  given  this  land  to  this  nation,  and  then  come  to  dwell  in  it 
Himself  as  the  local  abiding  Soul  of  Nature — a  pure  spirit,  democratic  and 
non-denominational.  The  group  of  American  landscape-painters  now  called 
Luminists  did  not  always  work  in  a  large  format,  but  the  limitless  expan- 
sion of  vision  they  registered  in  their  works  took  that  same  path  explored 
by  Friedrich  at  about  the  same  period,  the  path  that  keeps  moving  straight 
at  the  unknown. 

Endlessness  can  be  addressed  in  a  small  frame.  It  can  become  the  stuff 
of  pure  subjectivity  so  that  the  artist  disappears,  only  the  vista  exists  for 
the  viewer,  and  he  seems  to  merge  with  it  as  in  Emerson's  famous  eyeball. 
Cinema  invites  us  to  be  just  such  an  eyeball;  and  in  America,  long  before 
the  camera,  as  in  Germany  and  before  that  in  Holland,  the  way  to  convey 
the  idea  lay  in  painting  the  light  beyond  the  horizon  (even  indoors)  as  if  it 
were  a  force  coming  to  claim  the  beholder — not  just  his  eyes,  but  his  soul 
through  his  eyes.  The  light  is  also  considered  as  it  strikes  objects;  and  they 
are  presented  as  if  irradiated,  "illustrated"  by  light  rather  than  merely  lit. 
Again  transparency  is  stressed,  the  white  radiance  that  is  stained  by  the 
world's  life,  the  white  screen  against  which  the  pictures  are  projected. 

The  light  in  such  works  of  art  suggests  cinema,  because  it  seems  to  make 
the  objects  in  the  world  important  even  if  they  are  slack  and  dull  in  them- 
selves. Like  Friedrich,  Luminist  painters  such  as  M.  J.  Heade  might  show 
uneventful  and  boring  stretches  of  marsh  and  beach  transmuted  simply  by 
the  staring  and  hungry  eye,  which  summons  the  light  and  endows  it  with  a 
power  that  stays  in  motion  when  once  called  up  (13.2).  This  state  of  picto- 
rial things  was  natural  to  Romantic  America,  and  it  was  essentially  North 
European  in  origin.  In  America,  however,  it  was  combined  with  the  myth- 
making  impulse  that  wished  to  leave  traditional  European  religious  and 
cultural  assumptions  behind  and  make  up  something  new. 

Barbara  Novak  has  suggested  that  the  power  of  Luminist  composition 
comes  in  part  from  its  connection  to  a  tradition  of  folk  art — which  is  also 
what  may  have  supported  it  in  Germany  as  practiced  by  Friedrich,  Cams, 
and  Dahl — the  slightly  primitive  cast  the  pictures  have,  an  unmodulated 
look.  Before  the  Civil  War,  American  painters  were  trying  to  establish  a  na- 
tive art  that  would  have  a  power  and  beauty  worthy  of  God's  primitive 
American  wilderness,  but  also  of  American  enterprise,  unaffected  zeal,  and 
practical  intelligence — qualities  that  can  also  have  an  honorable  primitive 
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13.2  m.  j.  heade,  Sunrise  on  the  Marshes 


13.3   fitz  HUGH  lane,  Brace's  Rock,  Brace's  Cove 


flavor  without  borrowing  refinements  to  tone  them  down  or  work  them  up. 
The  need  was  for  something  forthright  and  mystical  at  the  same  time,  but 
something  well  made  and  technically  respectable,  too.  Crudity  was  not  an 
ingredient  in  American  Romantic  idealism,  any  more  than  delicacy;  mate- 
rial expression  had  to  have  the  finish  and  solidity  of  inspired  works  that 
form  new  traditions  (13.3). 
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Besides  the  austere  painters  of  the  Luminist  sort,  there  were  ambitious 
visionaries  who  plunged  straight  ahead  to  tackle  both  the  immensity  of  the 
land  and  the  need  to  people  it  with  some  version  of  human  glory — perhaps 
the  sense  that  merely  the  right  response  to  virgin  waterfalls  and  ancient 
forests  might  constitute  the  better  part  of  American  virtue.  Thomas  Cole 
was  an  immigrant  from  England,  but  his  career  took  on  an  entirely  Ameri- 
can style,  combining  serious  idealism  with  a  steady  desire  to  get  ahead.  To 
do  that,  Cole  helped  himself  to  a  mixture  of  Claudian  and  Salvatoran  con- 
ventions for  landscape,  in  an  effort  to  subdue  the  untamed  American  scene 
to  a  visually  acceptable  condition  of  ideal  sublimity.  He  was  among  the 
first  to  paint  the  giant-sized  landscapes  that  later  became  the  speciality  of 
Church  and  Bierstadt;  but  the  works  that  made  him  famous  were  his  two 
series  about  human  and  national  destiny,  The  Course  of  Empire  and  The 
Voyage  of  Life. 

These  two  cycles  were  done  after  his  visit  to  Europe  beginning  in  1829, 
but  before  he  went  he  had  already  painted  the  wonderfully  cinematic  Ex- 
pulsion from  the  Garden  of  Eden.  This  work  looks  like  one  of  the  sets  from 
the  original  King  Kong,  an  imaginary  landscape  full  of  moral  import  but 
also  realistically  overwhelming,  despite  its  obviously  designed  and  con- 
structed look  (13.4).  The  angelic  light  bursting  through  the  arch,  forcing 
the  tiny  fleeing  pair  across  the  chasm  as  if  it  were  a  wind,  gives  a  force  to 
the  papier-mache  rocks  that  is  similar  to  the  excitement  generated  in  that 
movie  by  the  fake  primeval  landscape  populated  by  constructed  dinosaurs. 
The  vision  of  First  Things  conceived  in  grand  and  terrible  terms  is  Roman- 
tic in  an  American  way,  different  from  John  Martin's  architectural  versions 
of  extreme  moments.  Here  it  is  the  landscape  that  has  been  worked  up  to 
the  right  emotional  pitch  to  seize  and  swamp  the  viewer,  expressly  to  illu- 
minate the  moment  when  Man's  Fall  is  brought  home  to  him,  not  just  to  in- 
voke the  abstract  landscape  sublime.  It  gives  the  impression  that  America 
is  too  much  for  its  inhabitants;  the  garden  is  not  a  garden  but  part  of  an 
overmastering  wilderness,  of  which  even  the  peaceful  reaches  are  vast  and 
jungly;  the  outer  world  is  racked  by  storms.  What  strength  is  required  of  us 
for  surviving  here,  what  ferocity  to  match  the  land? 

Cole  did  another  Biblical'  scene  before  his  English  sojourn,  a  vision  of 
The  Waters  Receding  after  the  Deluge  which  has  been  almost  perfectly  re- 
peated in  the  Dino  de  Laurentiis  film  The  Bible.  Here  Cole  designs  a  primal 
view  of  rock,  water,  and  sky  devoid  of  reference  to  the  painterly  wilder- 
nesses of  French  and  English  art,  something  harsh  and  strange  and  lit 
from  behind  like  a  German  vision  (13.5).  The  closed  little  ark  floats  almost 
unnoticed  among  the  eerie  emergent  shapes  of  boulders,  the  dove  flutters; 
only  a  skull  in  the  foreground  reminds  us  that  this  is  the  planet  earth  after 
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a  cataclysm,  not  a  world  created  for  a  "Star  Trek"  episode.  Even  John 
Martin's  extreme  rocks  for  his  Sadak  in  Search  of  the  Waters  of  Oblivion  are 
kept  at  an  artistic  distance,  like  a  painted  backdrop;  they  have  less  cine- 
matic immediacy  than  these  looming  monsters,  which  Cole  has  made  to 
seem  alive. 

By  contrast,  The  Voyage  of  Life,  however  famous,  is  more  amusing  than 
thrilling;  the  boat  on  its  river  is  fun  to  follow,  but  the  element  of  the  spe- 
cific is  missing,  from  both  protagonist  and  surroundings,  so  it  has  none  of 
the  power  either  of  the  Biblical  Expulsion  and  Waters  Reading  or  of 
Copley's  factual  Watson  to  compel  real  dread  and  empathy.  The  paintings 
might  as  well  not  be  realistically  done,  but  rendered  in  the  style  of  tenth- 
century  mosaic  or  the  crudest  Expressionist  terms:  the  realism  diminishes 
rather  than  contributes  to  the  effectiveness  of  the  theme,  because  Cole  has 
gone  overboard  with  the  conception  at  the  expense  of  believability. 

The  Course  of  Empire  is  another  matter.  Here  Cole,  showing  his  proto- 
cinematic  soul  again,  makes  landscape  and  architecture  interact  in  wholly 
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13.5    THOMAS  COLE,    Tht  Waters  Receding  After  tin  lh\ug< 


satisfactory  ways  as  metaphors  for  spiritual  striving,  overreaching  and  fail- 
ure. As  his  fake-ancient  and  imaginary  civilization  rises  and  destroys  it- 
self, the  wilderness  is  never  sacrificed.  As  we  shift  our  view,  slowly  circling 
around  them  to  watch  the  ferment  of  construction  and  destruction,  the 
mountain  and  the  harbor  keep  their  natural  authority,  emblems  of  man's 
wild  persistent  soul  that  leads  him  to  such  excesses.  And  the  excesses  are 
absolutely  specific,  as  they  are  in  Martin's  work  and  as  they  are  in  movies, 
improving  on  the  facts  by  the  creation  of  better  facts,  rather  than  by  using 
fancies  special  to  art.  The  wilderness  again  is  invented  as  well  as  the  colon- 
nades and  ships;  Cole  preferred  to  compose  a  natural  paradise  in  his  own 
cultivated  idiom  rather  than  to  make  poetry  out  of  its  actual  tough  prose. 

The  effect  of  actuality  was  sought  by  Albert  Bierstadt  in  the  next  gener- 
ation, after  the  search  for  an  American  form  of  sublimity  was  an  acknowl- 
edged success,  and  the  significant  beauties  of  the  continent  were 
everybody's  assumption.  Claude  and  Salvator  no  longer  needed  to  be  sum- 
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moned  to  prove  them;  and  so  the  extreme  romanticism  of  Bierstadt's  land- 
scapes is  instead  founded  firmly  on  the  documentary  idea,  which  is  the 
same  idea  behind  the  modern  movie  view  of  scenery.  The  artist  needs  only 
to  reveal  mountains  in  the  sunset  or  a  waterfall  at  dawn,  and  we  are  pro- 
voked both  to  gasp  and  to  think  of  the  power  in  the  universe  and  our  own 
insignificance;  also  to  congratulate  ourselves  on  our  dominion  over  these 
wonders.  The  composition  is  left  asymmetrical  and  full  of  possibility, 
rather  than  festooned  in  Claudian  harmony;  and  the  application  of  paint  is 
almost  undetectable.  The  painter  does  not  intrude  upon  our  communion 
with  these  marvels.  The  moral  message  is  better  conveyed  in  terms  of  a  di- 
rect demand:  What  can  you  do  to  measure  up?  Bierstadt  echoes  the  Ameri- 
can form  of  romance,  the  striving  to  keep  pace  with  overwhelming  facts,  to 
enlarge  to  meet  them. 

Bierstadt  actually  took  a  lot  of  liberties  with  the  facts,  but  not  in  the 
form  of  visible  poeticizing  in  the  old  European  manner.  By  the  time  he  be- 
came well  known  in  the  middle  of  the  century,  the  camera  was  well  estab- 
lished as  the  purveyor  of  visual  fact;  and  artists  were  resorting  to  it  almost 
as  a  matter  of  course,  although  with  a  great  variation  in  attitude  toward  its 
specific  uses.  For  landscape  art  intending  to  suggest  the  topographical  tra- 
dition, a  photograph  was  no  disgrace  as  an  obvious  help,  functioning  as  one 
kind  of  sketch.  Bierstadt  took  many  photographs  himself  on  his  Western 
trips;  and  his  two  brothers  set  up  a  photography  business  later  in  New 
York,  partly  stocked  by  Albert's  Western  views. 

Cole's  America  had  lain  east  of  the  Mississippi.  The  "photo-graphic" 
look  was  more  acceptable  than  the  Claudian  model  for  the  great  American 
West,  which  lacked  a  history  of  literary  description  and  celebration  and 
had  to  owe  its  fame  to  its  very  actuality,  its  amazing  quality  of  being  There. 
But  at  that  time  the  camera  was  less  satisfactory  for  recording  the  overall 
beauty  of  any  big  landscape  than  for  recording  details.  Many  of  Bierstadt's 
better  photographs  are  of  Indians  and  their  gear,  animals,  other  members 
of  the  wagon  train,  and  various  vignettes  of  the  surroundings,  rather  than 
of  great  vistas.  The  staggering  vistas  were  cooked  up  later  in  the  studio, 
out  of  sketches  and  partial  camera  views;  and  it  would  be  correct  to  say 
that  later  photography  of  the  West,  especially  the  inviting  kind  that  found 
its  way  onto  the  great  blow-ups  in  Grand  Central  Station  or  onto  countless 
calendars,  and  then  into  the  cinematography  of  countless  Westerns,  owes 
its  origins  to  the  inventions  of  Bierstadt,  who  showed  what  it  ought  to  do. 
The  liberties  he  took  with  fact  are  virtually  invisible.  Although  he  offered 
views  that  simply  cannot  be  correctly  identified,  because  he  combined  them 
out  of  disparate  studies,  the  authenticity  of  their  general  look  is  unques- 
tionable; he  seems  to  have  made  up  views  God  ought  to  have  arranged.  They 
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create,  with  their  combination  of  the  factual  and  the  awe-inspiring,  a  new 
mythology  of  the  wilderness  that  goes  far  beyond  old  European  ideals  of 
the  literary  sublime  and  straight  into  the  romantic  poetics  of  documentary 
cinema  that  inform  twentieth-century  landscape  imagery. 

Bierstadt  learned  his  craft  in  Germany,  and  was  himself  a  native  of  Dus- 
seldorf,  where  he  later  went  back  as  a  student  after  his  family  had  settled  in 
the  United  States  when  he  was  a  baby.  The  Diisseldorf  Academy  was 
famous  for  its  down-to-earth  approach  to  representation,  and  many  Ameri- 
can art-students  went  there  before  the  Civil  War  to  gain  some  training  in 
an  empirical  style  of  painting  sure  to  be  acceptable  in  America,  with  its 
well-known  love  of  the  palpable.  But  the  Northern  style  of  realism  included, 
even  in  prosaic  Diisseldorf,  that  dependence  on  light  that  casts  its  own 
spell  on  the  psyche  and  creates  romance  out  of  plain  facts. 

The  American  cloud-capped  mountains  and  sparkling  lakes  in  Bier- 
stadt's  works  owe  much  of  their  magic  to  their  Dutch  pictorial  heritage, 
preserved  well  into  the  mid-nineteenth  century  in  Germany,  and  even  more 
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smoothly  portable  onto  the  American  Western  scene  than  the  elegant  Clau- 
dian  arrangements  that  had  been  filtered  through  England  first  and  used 
by  Cole  and  his  colleagues  for  Eastern  views  (18.6).  Some  of  the  Luminist 
painters  also  owed  their  greatest  debt  to  simple  Holland,  only  in  their  mod- 
est works  it  was  much  more  noticeable;  Bierstadt  went  in  for  grandeur. 

His  largest  painting  was  not  a  straight  landscape  but  an  imaginary 
Landing  of  Columbus  measuring  nine  by  seventeen  feet;  but  this  prodigy 
has  been  destroyed.  A  close  second  is  The  Domes  of  the  Yosemite,  which  is 
roughly  nine  and  a  half  by  fifteen  feet  in  size,  and  now  hangs  in  the  Athe- 
naeum in  St.  Johnsbury,  Vermont,  while  The  Rocky  Mountains  in  the  Metro- 
politan Museum  is  a  mere  six  by  ten  (13.7).  There  is  something  both  hilari- 
ous and  magnificent  about  such  works.  They  haven't  the  painterly  suavity 
of  Church's  similarly  grand  performances;  but  they  have  a  marvelous  over- 
reaching character,  and  always  much  more  mobility  than  anything  by 
Church,  whose  Cotopaxi,  for  all  its  finished  exoticism,  is  less  dynamic  than 
any  one  of  Bierstadt's  Yosemite  views,  even  the  little  ones.  The  biggest 
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ones  try  the  impossible,  bursting  out  of  their  frames  in  an  attempt  to  emu- 
late the  vistas  they  represent,  to  make  what  movies  eventually  made  out  of 
scenic  raw  material,  a  contest  with  extremeness.  An  essential  point  about 
them  is  that  they  look  accessible  not  to  exploration  or  tourism  but  to  vision 
itself,  again  because  of  the  Dutch-realistic,  cameralike  technique.  In  con- 
trast, the  dreamy  veil  over  much  standard  Romantic  landscape  keeps  it  re- 
mote, even  the  work  of  the  Hudson  River-school  painters  who  followed 
Cole's  example.  Although  it  may  seem  quite  real,  you  do  not  seem  to  be 
there  yourself:  the  experience  has  been  had  for  you  by  the  artist. 

Bierstadt  was  in  essence  an  illustrator,  like  so  many  of  the  best  Ameri- 
can artists.  Topography  itself  is  a  pure  form  of  illustration,  a  mode  of  ren- 
dering that  illuminates  a  physical  situation  without  offering  a  different 
artistic  story  along  with  it;  and  inspired  topography  can  be  a  tale  in  itself, 
in  which  the  viewer  loves  the  risk  of  sharing  without  prior  clues.  But  illus- 
tration had  acquired  a  bad  name  by  the  end  of  the  century,  and  Bierstadt's 
popularity  had  waned  well  before  the  time  of  his  death  in  1902.  He  was  ac- 
cused of  being  Germanic  in  the  worst  ways,  heavy  and  overdetailed,  and  he 
sometimes  deserved  it;  but  such  judgments  could  not  fail  to  be  made  in  the 
new  climate  of  respect  for  Frenchness. 

Illustration,  however,  was  the  natural  wellspring  of  much  great  nine- 
teenth-century art,  perhaps  especially  in  America,  and  it  provided  a  way  to 
make  pictures  that  certainly  proved  enabling  rather  than  crippling  in  the 
careers  of  Homer  and  Eakins  and  eventually  of  Sargent  and  Hopper. 
Homer's  early  career  as  a  popular  graphic  artist  helped  to  form  what  can  be 
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called  his  cinematic  turn  of  mind.  The  artistic  course  of  his  life  exemplified 
the  way  illustration  could  eventually  be  turned  into  movies,  the  way  the  il- 
luminative function,  which  had  gradually  become  the  property  of  cheap 
magazines,  could  be  redeemed  to  serve  everyone  in  a  transcendent  new 
mode,  as  centuries  before  illuminated  manuscripts  had  served  their  limited 
public.  The  shift  in  Homer's  career  has  never  been  described  like  that,  how- 
ever, but  rather  as  a  rise  out  of  commercial  banality  into  the  free  reaches  of 
high  art.  He  gave  up  illustrating  for  magazines  and  went  to  live  as  a  recluse 
in  Maine  to  paint  the  sea.  But  he  was  a  great  success  besides,  with  a  thor- 
oughly professional  view  of  his  own  marketability  and  no  high-minded  ar- 
tistic posing.  Most  of  the  sea  paintings  could  be  film  shots,  rendered  as 
they  are  in  that  cinematic  mode  that  is  both  neutral  and  impassioned,  both 
documentary  and  romantic  (13.8). 

The  most  interesting  part  of  his  career  is  the  middle  one,  where  the  illus- 
trations and  the  paintings  overlap.  It  was  then  that  Homer  allowed  his  il- 
lustrations to  become  "monumental"  and  irradiated  with  atmosphere 
without  allowing  their  straightforward  currency  of  subject  to  become  dif- 
fuse or  beside  the  point.  They  remain  illustrations  because  they  keep  their 
air  of  personal  drama,  which  is  if  anything  magnified  by  a  use  of  sun  inter- 
spersed with  black  shadow  that  makes  these  paintings  "graphic"  in  both 
senses.  In  1866  he  painted  ladies  outdoors  exactly  as  Monet  did — the  same 
skirts,  grass,  and  half-glimpsed  faces  (13.9,  13.10).  But  in  Monet's  works 
nothing  is  happening  except  in  paint;  the  whole  thing  appeals  as  a  new  way 
of  seeing,  breathtaking  and  crackling  with  light  and  quite  void  of  drama 
other  than  the  one  played  out  by  the  glitter  itself;  the  women  relinquish  all 
personal  importance  in  its  favor.  (The  famous  Women  in  the  Garden  is  only 
one  of  several  like  this  from  the  late  1860's.)  In  Homer's  paintings  on  this 
theme,  of  which  there  are  also  several,  the  personalities  retain  their  individ- 
ual mystery,  and  the  constant  possibility  of  hidden  conflict  and  alliance, 
signal  and  response,  drenches  the  painting  along  with  the  pitiless  sunlight. 
They  play  croquet  instead  of  gathering  bouquets,  but  that  is  not  what  gen- 
erates the  tension;  the  activities  could  be  interchanged  and  not  change  the 
difference  between  the  two. 

Speaking  entirely  about  form,  Novak  remarks  that  Homer's  girls  re- 
spond to  gravitational  pull,  whereas  Monet's  float  in  a  new  pictorial  uni- 
verse on  the  surface  of  the  canvas.  And  that  pull  of  gravity  includes  the 
weight  of  feeling  and  human  connection,  the  palpable  drag  of  living.  It  is 
markedly  poignant  when  he  uses  young  and  pretty  women,  as  he  so  often 
does.  He  puts  them  into  very  slightly  uneasy  situations  that  he  does  not  ex- 
plain, so  that  they  seem  somehow  compromised  in  their  chignons  and  shoe 
buttons,  subtly  unprepared  and  off-balance  (13.11). 
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13.9   winslow  homer,  The  Croquet  Game 


13.10   CLAUDE  MONET,   Women  in  the  Garden 
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13.11    WINSLOW  HOMER,   Croquet  Player 


In  the  wood  engravings  for  Harper's  Weekly,  the  same  flavor  is  conveyed 
in  plain  black  and  white  and  small  size,  only  there  is  usually  a  title  and  a 
recognizable  American  scene  like  The  Summit  of  Mt.  Washington,  or  Skating 
in  Central  Park.  In  these  the  uneasiness  is  often  suggested  in  cinematic 
style  by  hat  ribbons  and  sash  ends  whipping  up  at  ungainly  angles,  and  bell 
skirts  swinging  without  grace  under  the  forces  of  wind  and  unexpressed 
worry.  Like  De  Hooch,  Homer  will  not  allow  pretty  women  and  pretty  chil- 
dren to  be  the  objects  of  our  benign  and  unimaginative  pleasure.  We  are 
made  aware  of  their  incalculable  psychic  burdens,  even  when  they  are  fortu- 
nate and  good-looking.  We  can  sense,  without  being  told  outright,  how  they 
feel  themselves  on  general  trial,  on  view  under  an  inescapable  huge  scru- 
tiny, primed  to  be  done  in,  no  matter  how  nice  the  weather  or  how  perfect 
the  attire,  by  some  small  slight  or  failure,  some  private  embarrassment 
(13.12-13.15). 

These  flavors  exist  in  the  scenes  with  rural  boys  and  youthful  fisherfolk, 
as  well  as  in  the  groups  of  dressed-up  summer  girls  at  Newport  or  Long 
Branch,  and  in  both  the  paintings  and  the  little  prints  for  Harper's.  The 
young  faces  are  devoid  of  cute  grins,  flirtatious  simpers,  or  picturesque 
pensiveness;  either  they  have  the  unfocused  blurry  look  perfected  by  De 
Hooch,  perhaps  even  a  sharp  glance  or  a  small  unconscious-seeming  gri- 
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13.12-15    WINSLOW  HOMER,   magazine  illustrations 


America 


365 


13.15  "Weary  and  dissatisfied  with  everything," 
The  Galaxy,  1869 
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13.16   winslow  HOMER,   Boys  in  a  Pasture 


mace  of  the  smooth  features,  or  they  carry  the  suggestive  baggage  of  a 
"lost  profile,"  like  the  ones  in  the  works  of  Georges  de  la  Tour  (13.16). 
Homer  does  this  by  pure  ''graphic"  means,  using  light  and  dark  to  illumi- 
nate the  way  life  moves,  but  with  special  attention  neither  to  its  detached 
visual  pleasures  nor  to  its  gripping  incidents,  but  to  the  latent  emotional 
current  in  it,  which  can  nudge  drama  into  anything  if  it  is  put  in  a  certain 
light. 

When  he  painted  The  Life  Line  in  1884  and  Undertow  in  1886,  Homer 
used  the  same  sea  he  later  painted  for  itself;  here  these  rescues  of  half- 
drowned  women  float  across  the  churning  water  like  sequences  in  a  larger 
movie  we  can  never  see  all  of,  and  the  ocean  thunders  everywhere,  larger 
still.  There  is  a  sharp  erotic  flavor  in  these  scenes  of  helpless  female  bodies 
being  wrested  out  of  the  surge  by  impersonal-looking  men,  skirts  shoved  up 
and  breasts  molded  by  wet  clothes,  beautiful  faces  still  and  stark;  but  noth- 
ing is  made  of  it.  The  illustrative  function  has  to  work  by  itself  without  a 
prior  narrative.  We  are  forced  to  make  the  story  up.  There  are  no  extras  in 
the  picture  to  suggest  more  of  the  plot;  we  are  faced  only  with  a  cold  set  of 
moments  that  will  soon  be  over,  leaving  the  water  empty  once  more  and  the 
sense  of  dread  spreading  (13.17,  13.18). 

The  graphic  skill  that  made  Homer  a  living  for  years  keeps  his  shots  full 
of  similar  intensity,  even  if  the  ocean  is  the  only  character,  and  makes  vital 
scenes  instead  of  decorative  clusters  out  of  small  groups  of  people  seen 
from  a  distance.  In  the  Mountains  can  in  no  way  be  seen  as  a  neutral,  de- 
tached view  of  climbing  women,  merely  an  interesting  pattern  of  light  and 
line;  it  is  an  illustration  with  plenty  of  narrative  suggestion,  almost  like  one 
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13.17    WINS  LOW  HOMER,  Undertow 


13.18  winslow  homer,  The  Life  Line 
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of  several  in  a  magazine  story;  but  it  has  been  transfigured  on  a  big  screen 
and  left  hanging  in  mid-air  with  no  text.  The  sharp  black  shadows  do  it, 
they  are  what  project  each  woman's  introspective  capacity  and  keep  the 
picture  fostering  our  sense  that  something  is  happening  to  them,  inwardly 
as  well  as  outwardly;  the  lack  of  picturesqueness  does  this,  too,  the  topo- 
graphical simplicity  of  their  sloping  path:  neither  we  nor  they  are  simply 
admiring  the  view.  A  similar  scene  rendered  in  the  fractured  light  of  Im- 
pressionism would  keep  us  happy  to  stay  at  a  distance  from  the  women  and 
instead  to  enter  the  privileged  universe  of  painting  itself,  where  their  fate 
has  no  meaning  and  we  have  no  responsibilities. 

Homer  seems  to  have  created  a  new  seriousness  for  genre  art,  as  movies 
were  later  to  do  again.  He  did  it  using  old  conventions  of  commercial  illus- 
tration (as  cinema  also  did),  not  pushing  the  boundaries  of  painterly  dis- 
covery (as  the  Impressionists  did).  The  Impressionists  were  able  to  redeem 
genre  art  from  sentimentality  by  recasting  it  in  an  authoritative  new  artis- 
tic language  that  fused  nature,  humans,  and  artifacts  together  into  one  har- 
monious syntax.  Homer  did  equivalent  redemptive  work  on  genre  subjects 
in  the  opposing  cinematic  way — deepening  their  graphic  potential  and 
their  openness  to  dissonance.  There  is  no  peace  created  by  paint  in 
Homer's  groups  of  girls  on  grass  or  boys  in  fields.  Conflict  and  disharmony 
are  invoked  by  that  same  black  glitter  we  have  come  to  know  and  love  in 
movies,  a  drama  that  leaps  out  of  the  screen  from  the  perpetual  collision  of 
brilliance  and  pitch  black,  whatever  the  color  of  the  clothes,  trees,  or  tea- 
cups, and  that  keeps  things  moving,  suggesting  what  we  haven't  yet  seen. 

Homer  was  an  early  glorifier  of  the  American  Girl,  that  same  Girl  who 
was  so  prominent  in  James  novels  as  a  foil  to  European  sexual  assumptions 
and  who  later  was  the  heroine  of  so  many  movies  proceeding  from  the  new 
American  sexual  assumptions  that  James  helped  define.  Her  own  con- 
sciousness is  the  focal  point  of  the  story,  not  her  effect  on  male  sensibility; 
her  moral  being  is  the  battleground,  her  sense  of  her  own  possible  changes, 
her  successes  and  failures;  and  we  are  watching.  Later  she  became  the 
characters  played  by  Katharine  Hepburn,  Ginger  Rogers,  and  Doris  Day  in 
the  virtuous  mode,  by  Joan  Crawford  and  Barbara  Stanwyck  in  the  wicked 
one,  by  Bette  Davis  in  both,  still  later  by  Natalie  Wood  and  Angie  Dickin- 
son— all  American  girls  trying  to  keep  their  personal  honor  whatever  the 
sexual  stakes,  half-consciously  struggling  with  the  problematic  meanings 
attached  to  the  beautiful  clothes  their  own  beauty  has  demanded  from  the 
production  designer,  insisting  on  independence  of  spirit  even  while  main- 
taining perfect  grooming,  active  and  passive  at  once,  real  and  unreal,  walk- 
ing contradictions. 

There  are  many  such  girls  in  Homer's  art,  girls  exquisitely  and  confi- 
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dently  dressed  but  brooding  or  bursting  with  imperfect  thought  and  feeling 
at  odds  with  their  select  finery.  When  Homer  shows  such  a  girl  alone,  a 
story  seems  to  rise  around  her;  she  refuses  to  be  part  of  the  pleasing  land- 
scape, as  she  is  in  paintings  by  William  Merritt  ("base,  for  example.  Simi- 
larly, these  girls  are  emphatically  different  from  Tissot's  French  and 
English  much-dressed  girls  from  the  same  period,  all  of  whom  are  Objects 
with  a  vengeance.  Nothing  is  happening  to  the  women  in  Tissot's  pictures; 
they  are  quite  inert.  Their  sulky  or  dreamy  looks  are  part  of  their  costume, 
and  emotional  importance  is  allowed  only  to  the  ones  who  observe  them — 
us,  or  the  man  in  the  picture,  if  there  is  one.  The  lady  has  no  comprehensi- 
ble existence  except  to  be  observed;  her  inner  world  will  not  come  to  life  or 
budge  outside  the  frame;  she  is  seen  as  a  generic  Mystery  (13.19,  13.20). 


13.19  JAMES  TISSOT,  Portrait  of  Minx  Lloyd 
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But  a  Homer-like  sort  of  girl  was  a  cinematic  given  for  several  American 
movie  generations — the  perfect-looking  Girl,  cast  and  presented  in  the 
same  visual  style,  whether  she  was  playing  a  marine  biologist  or  an  interna- 
tional spy,  a  sour-minded  poor  man's  daughter  or  a  burdened  suburban 
housewife,  a  spunky  librarian  or  a  honky-tonk  dancer.  She  was  someone 
with  strong  feelings  and  an  active  part  to  play  in  the  drama,  someone 
whose  thoughts  and  actions  mattered  when  you  couldn't  actually  see  her; 
but  she  was  housed  in  incongruously  passive-seeming  fashion-model  looks. 
And  just  as  in  Homer,  these  very  looks  were  themselves  important  in  the 
American  romantic  scheme,  some  invocation  to  the  commercial  muse  in  the 
midst  of  the  most  serious  romantic-realistic  projections,  some  daring  con- 
nection made  between  the  independent  spirit  of  American  women  and  their 
skill  as  consumers.  Henry  James  has  an  older  lady  in  Daisy  Miller,  someone 
who  lives  in  Europe,  say  first  of  Daisy,  "Of  course  she  is  pretty.  But  she  is 
very  common."  And  then  later,  unbelievingly,  "She  has  that  charming  look 
they  all  have.  I  can't  think  where  they  pick  it  up;  and  she  dresses  in  perfec- 
tion— no,  you  don't  know  how  well  she  dresses.  I  can't  think  where  they  get 
their  taste."  James  only  developed  the  American  Girl;  Homer  had  invented 
her.  Her  "taste"  was  some  stroke  of  New  World  genius,  the  sounding  of  a 
new  creative  female  note. 

Homer's  near  contemporary  Thomas  Eakins  had  a  different  but  no  less 
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acute  emotional  view  of  women's  trappings.  In  line  with  his  devotion  to  the 
meaning  in  what  the  camera  reveals,  his  ardent  religion  of  Realism,  Eakins 
stresses  the  wrinkles  and  displacements  of  the  perfect  feminine  costume 
rather  than  its  first  fresh  and  ideal  moment.  He  dwells  on  how  it  looks  in 
wear  rather  than  when  put  on  before  the  mirror,  and  especially  how  it  looks 
in  wear  under  spiritual  or  physical  stress.  The  best  examples  of  this  are  in 
the  two  pictures  of  women  singing,  The  Concert  Singer  and  The  Pathetic 
Song,  painted  about  ten  years  apart  (13.21,  13.22).  In  each  of  these  the 
singing  lady's  dress  is  completely  detailed,  without  generalizations  that 
might  suggest  the  unimportance  of  finery  to  the  serious  performance  of 
music.  Like  other  cinematic  artists,  Eakins  does  not  retreat  from  under- 
standing the  minutiae  of  fashion,  respecting  them  as  carriers  of  the  same 
emotional  current  borne  by  music  itself.  With  all  his  interest  in  the  actual, 
he  never  sneers  at  niching.  His  singers  produce  Mendelssohn  from  within 
their  trimmed  and  stiffened  taffeta  as  naturally  as  they  might  speak  or  sigh 
at  some  pointed  moment;  the  seams  and  frills  are  a  little  displaced  by  the 
action  of  breathing,  and  show  the  slight  stress  under  the  light;  and  the  ear- 
nest faces  are  supported  rather  than  mocked  by  the  earnest  elaborateness 
of  the  dresses.  In  each  picture  the  music,  with  its  power  over  everyone's 
soul,  pours  through  the  lady  and  through  the  potted  palm,  through  the  set- 
ting and  the  supporting  players,  through  the  shiny  fabric  and  its  tailoring. 

Keeping  to  the  tonal  center,  Eakins'  realism  is  not  the  sort  that  scorns 
elegance  as  if  it  were  falsity.  He  turns  the  same  intent  eye  on  the  bloodied 
hand  of  the  surgeon  as  he  does  on  the  fashionable  singer,  and  neither  loses 
to  the  other  as  each  performs  with  a  wholly  American  seriousness.  The 
women  in  his  portraits  wear  finery  or  nudity  with  the  same  earnestness, 
shared  in  turn  with  that  of  men  in  official  robes  or  dusty  jackets  or  naked- 
ness as  required.  What  makes  Eakins  cinematic  is  his  insistence  on  the 
music  of  the  person  as  the  channel  of  drama  and  importance,  the  absolute 
sovereignty  of  individual  experience  as  the  core  of  any  interesting  image. 
The  faces  flicker  with  their  inner  orchestration  and  the  clothes  shift  and 
stretch  to  match,  whether  they  are  boxing  gear  or  an  embroidered  bodice  or 
bare  skin.  And  to  authenticate  the  inner  moment,  absolute  fidelity  to  per- 
spective and  lighting  is  brought  to  bear;  you  "know  what  o'clock  it  is,"  as 
Eakins  famously  said,  and  that  optical  exactness  naturally  makes  any  in- 
ward reality  sharper.  In  the  cinematic  mode  of  realism,  an  over-Baroque 
distortion  of  ordinary  things  would  diminish  rather  than  intensify  feeling. 
But  the  apparently  unnoticed  droop  of  an  otherwise  puffed  sleeve,  the 
slight  unconscious  tilt  of  a  normally  upright  neck,  or  the  suggestion  of  a 
frown  only  barely  brought  out  by  the  light  from  the  window  gives  great  res- 
onance to  the  cinematic  view  of  an  ordinary  person  in  a  prosaic  moment. 
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13.21    thomas  eakins,   The  Concert  Singer 
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13.22   thomas  eakins,   The  Pathetic  Song 
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Eakins  doesn't  go  in  for  detached  pictorial  clarity  or  dazzle;  and  the 
suppression  of  color  is  one  of  the  signals  of  his  insistence  on  engagement. 
It  doesn't  mean  that  only  the  grim  and  ugly  facts  of  living  are  truthful,  the 
ones  without  the  caress  of  chromatic  beauty,  but  that  light  suffices  to  con- 
centrate the  curious  mobility  of  emotional  truth,  and  that  color,  which  deals 
in  pleasure,  is  something  of  an  irrelevancy.  There  is  no  fun  in  Eakins'  work; 
he  never  has  a  good  time,  pleasure  is  strangled;  but  there  is  movement,  the 
haunting  flow  of  unspecified  feeling,  and  consequently  the  hope  and  possi- 
bility of  eventual  fulfillment  and  future  pleasure,  perhaps  not  now  but  soon 
or  sometime.  His  pictures  are  dim  but  never  gloomy,  only  provisionally  at 
rest  in  some  evaded  cadence  before  the  next  phrase  or  after  the  last  tonic 
resolution.  They,  too,  participate  in  the  American  romance  of  perpetual  as- 
piration couched  in  documentary  terms. 

The  camera  was  a  constant  presence  in  Eakins'  artistic  life,  and  it  is 
clear  that  it  served  him  as  a  marvelous  new  medium  for  emotion  rather  than 
any  sort  of  distancing  mechanism.  He  knew  the  famous  Muybridge  motion 
studies,  and  made  many  of  his  own;  for  him  photography  was  a  key  to  mak- 
ing things  move,  not  a  way  of  holding  them  still.  Eakins  was  able  to  trans- 


13.23    THOMAS  EAKINS, 
Portrait  of  Mrs.  Eakins 
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late  camera  habits  into  paint  (as  Degas  was  also  able  to  do)  so  as  to  record 
not  merely  the  right  looks  of  legs  or  wheels  in  motion  but  the  persistent 
movement  behind  still  faces  and  motionless  figures,  even  behind  quiet 
spaces  and  still  objects.  Thus  he  could  show  the  influence  of  those  inward 
tides  for  which  music  so  often  stands,  and  which  it  so  often  accompanies  in 
movies  themselves. 

The  movement  of  eroticism  in  Eakins'  work  is  all  the  more  volatile  for 
being  somewhat  submerged,  compressed  into  the  intensifying  channel  of 
homoeroticism,  and  keeping  clear  of  any  expression  of  simple  pleasure. 
There  is  no  simplicity  in  the  world  of  Eakins.  Everyone  and  everything  is 
complicated — as  in  the  work  of  Henry  James,  whose  novels  are  full  of  pri- 
vate moments  like  those  being  lived  through  by  Eakins'  pensive  subjects. 
They  gaze  out  of  the  frame,  wondering  about  their  feelings  and  others', 
about  the  difficulties  and  distortions  that  accompany  the  appropriate  man- 
agement of  the  more  awkward  passions.  Mrs.  Eakins  in  particular  looks 
like  someone  exercising  huge  patience,  burdened  with  understanding 
(13.23).  The  listening  tilt  of  these  heads  is  to  that  inner  music,  which  it  is  a 
blessing  not  everyone  can  hear. 

Eakins'  ungainly  naked  youths  in  water  and  sunlight  are  clothed  in 
swirls  of  complex  feeling — partly  theirs,  partly  ours,  and  partly  the 
painter's,  everyone's  unfixed  and  unsimple,  caught  in  a  sequence  rather 
than  a  composition.  The  thick  emotional  texture  of  The  Swimming  Hole  was 
built  up  by  Eakins  through  various  kinds  of  study  for  it,  which  included 
photographs,  models  in  wax,  and  oil  sketches,  a  whole  array  of  possible  ap- 
proaches to  these  boys  he  finally  swims  toward,  out  of  the  brown  corner 
into  which  he  has  painted  himself  (13.24).  The  restrained  delicacy  of  feel- 
ing with  which  he  approached  female  nudity  also  has  a  Jamesian  respect  for 
women  in  it,  a  cautious,  ambivalent,  and  very  American  mindfulness  of  a 
female  strength  of  mind  and  perception  that  is  powered  rather  than  op- 
posed by  the  force  of  sex. 

Eakins'  landscapes  share  with  Homer's  the  flavor  of  being  settings. 
They  have  the  subjective  look  of  personal  atmosphere,  whether  people  are 
actually  present  in  them  or  not.  When  they  are  present,  moreover,  they  are 
often  seen  from  a  certain  distance  with  their  faces  in  shadow,  as  they  are  in 
Homer,  inviting  our  empathy,  drawing  us  by  the  unfocused,  self-absorbed 
postures  of  their  bodies.  Starting  Out  After  Rail  and  Sailing  are  two  frames 
from  the  same  shot;  and  both  could  almost  be  by  Homer,  using  the  encom- 
passing sea  to  cradle  the  actionless  scene  in  total  motion  (13.25,  13.26).  In 
the  second  version,  Sailing,  the  horizontal  format  is  more  cinematically 
successful  and  permits  the  broadening  of  the  water,  the  raising  of  the  hori- 
zon, and  the  cropping  of  the  sail,  devices  that  suggest  we  are  floating  to- 
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13.24   THOMAS  EAKINS,   The  Swimming  Hole 


ward  the  men  in  the  boat  as  they  move  slowly  out  of  reach,  while  the  sea 
that  floods  both  sides  of  the  frame  surrounds  us  along  with  them  on  their 
quiet  venture.  It  has  that  Friedrich  look  of  investigation,  of  a  search  with 
an  outward  excuse  and  an  unformed  inward  goal.  So  do  all  the  Homers. 

The  third  in  this  group  of  Jamesian,  proto-cinematic  American  painters 
is  Sargent.  He,  too,  was  a  solitary  inward  straggler,  a  character  like  the 
eponymous  hero  of  James'  "The  Pupil"  with  expatriated  nomadic  parents, 
one  who  learned  early,  for  reasons  quite  different  from  those  of  Homer  and 
Eakins,  to  fortify  himself  inside  a  citadel  even  while  happily  moving  among 
rich  and  social  people.  You  can  see  it  in  his  self-portrait,  the  lifted  chin  and 
distancing  gaze  that  correspond  to  Eakins'  stiff  tilt  in  his  (13.27,  13.28). 
Both  these  painters  learned  portraiture  from  the  Dutch  and  Spaniards, 
even  though  both  studied  art  in  Prance;  and  the  lesson  of  combining  in- 
wardness with  a  strict  rendering  of  phenomena  was  well  absorbed  by  each 
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13.25    THOMAS   EAKINS,  Sailing 


13.26   THOMAS  eakins,  Starting  Out  After  Rail 


— the  way  to  show  a  face  as  if  it  were  the  scene  of  private  activity 
intuitively  perceived,  not  a  stage  on  which  private  feelings  are  skillfully  ar- 
ranged in  a  bouquet  prepared  for  our  detached  appreciation. 

Sargent's  affinity  with  Eakins  and  Homer  shows  up  in  his  works  that 
deal  with  children,  notably  in  the  great  Daughters  of  Edward  Boil  and  in 
such  public-seeming  portraits  as  Mrs.  Davis  and  Her  Son  Livingston  and 
Mrs.  Carl  Meyer  and  Her  Children  (see  13.32).  James  lurks  in  these  works, 
too,  as  he  does  in  the  Eakins  scenes  with  one  or  two  or  three  people, 
whether  or  not  they  are  family  portraits  (13.29,  13.30).  There  is  a  strong 
resonance  in  Eakins'  Home  Scene,  showing  two  sisters,  one  an  adult  and 
one  a  child,  that  resembles  that  in  Sargent's  Boit  and  Meyer  paintings, 
done  more  than  twenty  years  later  but  following  a  similar  track,  a  track 
that  starts  in  the  seventeenth  century  (13.31). 

The  looks  of  children,  presented  as  a  reminder  of  free  and  unlimited  re- 
sponses to  life  and  consequently  as  a  foil  to  the  compromised  feelings  and 
limiting  pretensions  of  adults,  is  a  strong  theme  in  art.  It  seems  to  have 
begun  with  Velazquez.  The  great  Dutch  painters,  especially  De  Hooch,  sep- 
arately developed  the  theme  a  generation  later,  incorporating  it  into  a  gen- 
eral view  of  their  urban,  Protestant  milieu,  where  family  intimacy  was 
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prized  in  a  way  now  familiar  to  middle-class  viewers  accustomed  to  believ- 
ing in  the  feelings  of  children.  Children  in  Renaissance  art  have  the  look  of 
half-formed  adults,  sometimes  of  malformed  ones,  and  they  rarely  seem  in- 
dependently conscious.  But  by  the  lft.'Ws  Velazquez  was  able  to  present 
the  royal  children  of  an  austere,  Catholic,  and  almost  feudal  court  in  the 
same  psychologically  telling  aspect  arrived  at  only  later  in  the  century  by 
De  Hooch  in  visual  art,  and  only  in  the  nineteenth  century  by  writers  of 
fiction. 

Velazquez,  especially  in  the  irresistible  Las  Meninas,  rendered  the  royal 
offspring  as  true  centers  of  sensibility,  both  their  own,  which  radiates  from 
them,  and  the  sensibility  so  immensely  projected  onto  them  by  attentive 
adults.  He  thus  provided  a  perfect  model  for  a  painter  like  Sargent,  who 
served  both  real  and  pseudo  aristocrats,  and  who  could  find  in  Velazquez  a 
key  to  making  his  clients  and  their  children  look  both  imposing  and  natu- 


13.29    JOHN  SINGER  SARGENT,    Th(  Daughters  of  Ed 'ward  Bait 
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13.30   JOHN  singer  SARGENT,  Mrs.  Davis  and  Her  Son  Livingston 


America 


381 


13.31    thomas  eakins,  Home  Scene 

ral,  refined  and  direct,  possessed  not  only  of  riches  and  status  but  of  imagi- 
nation and  personal  feeling,  like  the  characters  in  James'  fiction.  Certainly 
in  James,  fiction  caught  up  with  Velazquez  at  last,  and  Sargent  was  able  to 
make  the  connection  manifest. 

Eakins  and  Homer  investigated  the  intensifying  value  of  children  in  an 
analogous  way  without  needing  quasi-royal  pomp.  Their  pictorial  method 
has  more  of  the  Dutch  stamp — the  look  of  light  rendered  as  a  psychological 
ambience  that  leaks  into  every  corner  of  life  with  the  same  equalizing  insis- 
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13.32    JOHN  SINGER  SARGENT, 
Mrs.  Carl  Meyer  and  Her  Children 


tence,  whatever  generations  are  represented;  relations  among  children  and 
their  elders  share  in  the  atmosphere  that  gives  rise  to  poi- 
gnant suggestion;  and  details  are  sharpened  into  meaning  by  its  effects, 
not  by  any  special  pleading  they  do  on  their  own. 

Sargent  instead  uses  the  example  of  Velazquez,  to  create  the  individual 
glitter  sharply  worked  up  against  a  dim  interior  that  made  the  Spanish 
painter's  grandees  seem  to  shine  with  myriad  fleeting  psychic  reflections, 
not  just  silver  braid  and  cosmetics.  Velazquez'  serious  children  especially 
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lend  themselves  to  Sargent's  emulation  (13.33).  The  stiffly  clad  royal  in- 
fants with  their  steady  gazes  and  well-brushed  little  scalps  resurface  in  the 
Boit  front  hall,  the  Meyer  drawing  room,  and  the  Sears  parlor,  where  the 
same  ambiguous  murk  threatens  to  swallow  them  up.  They,  too,  hold  gal- 
lantly still,  fighting  back  with  their  own  concentrated  light  all  the  complex 
forces  of  parental  pride. 

Homer,  Eakins,  and  Sargent  share  a  confrontational  emotional  style,  an 
illustrative  mode  that  is  very  American,  despite  the  differences  among 
their  lives,  their  subjects,  and  their  sources,  a  style  linked  to  the  movies  of 
the  future  even  more  than  to  the  paintings  of  the  past.  It  is  very  insistent  in 
the  Meyer  portrait,  for  example,  composed  as  if  the  lady  were  being  loomed 
over  by  a  viewer,  a  painter,  a  movie  camera  (13.32).  As  we  come  near  and 
look  down  at  her,  we  see  her  quickly  enfold  her  son's  fingers  in  her  own,  so 
that  the  book  drops,  and  he  cannot  get  away;  we  see  how  his  sister  holds 
him,  too,  as  she  peers  from  behind.  Her  face  is  full  of  acceptance  and  some 
ruthlessness,  his  of  doubt  and  some  fear.  Mother's  face  is  tense  and  cordial 
at  once;  she  looks  as  if  she  were  in  the  middle  of  speaking — she  would  like 
the  children  to  come  around  and  put  in  a  proper  appearance  next  to  her  for 
the  picture,  but  of  course  without  lolling  and  crushing  her  perfect  skirt.  All 
three  exude  conscious  beauty  in  their  sumptuous  clothes  and  brunette 
looks;  but  we  are  moving  in  on  this  family  group  before  it  is  quite  ready  for 
scrutiny.  It  is  a  scene — as  Las  Meninas  is  and  as  James  said  the  Boit  paint- 
ing is;  but  it  is  an  even  more  movielike  and  less  painterly  scene  than  either 
of  those,  since  the  action  seems  to  be  the  process  of  preparation  for  action. 
In  a  moment,  the  book  will  be  put  away,  the  kids  suitably  settled,  and 
Mother  sitting  back  with  her  face,  skirt,  and  fan  composed;  and  then  the 
painter  will  be  allowed  to  back  up  and  begin. 

Velazquez  could  not  approach  his  noble  sitters  from  above  like  this,  or 
appear  to  move  toward  them  as  they  arranged  themselves.  Eakins  also 
takes  great  liberties,  so  that  we  even  see  the  baby  on  the  flagstones  as  if  we 
had  crawled  on  our  stomachs  to  get  a  view  of  her,  and  we  seem  nearer  to  his 
female  subjects  than  they  ought  to  let  us  come,  as  if  we  were  a  movie  cam- 
era spying  on  their  state  of  mind.  Homer  keeps  a  physical  distance,  but  he 
also  views  his  characters  from  unexpected  points  of  vantage,  showing  them 
in  the  middle  of  something  without  waiting  for  their  permission  to  start. 

In  twentieth-century  American  painting  these  cinematic  ways  of  using 
old  themes  were  continued  in  the  work  of  artists  like  Edward  Hopper,  who 
were  unquestionably  influenced  by  cinema  itself.  Hopper  is  the  heir  of 
Homer  and  Eakins,  and  more  indirectly  of  Sargent,  whose  watercolors  re- 
semble both  Homer's  and  Hopper's:  the  same  white  light,  sharp  tonality, 
and  odd  viewpoints  are  there,  and  in  works  with  visible  characters,  the 
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13.33   DIEGO  velAzquez,  Las  Meni?ias 
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same  movielike  sense  of  psychological  action.  But  in  Hopper  are  also  the 
modern  clothes  and  rooms  and  corners  of  buildings  once  artlessly  apparent 
in  films  of  the  1930*8  and  1940's,  the  offices  and  hotel  rooms  and  lunch 
counters  that  formed  the  settings  of  much  unpretentious  film. 

Only  in  the  last  decade  has  this  kind  of  material  in  Hopper  been  re- 
trieved and  reprocessed  in  current  films,  as  if  to  elevate  them  through  asso- 
ciation with  Fine  Art,  like  references  to  Hogarth  and  Bruegel.  In  fact 
Hopper  made  the  references  himself  in  the  first  place,  deliberately  display- 
ing his  sympathy  for  the  emotional  potential  of  the  ordinary  film-set 
(13.34).  He  did  it  even  more  in  his  magazine  illustrations.  In  the  paintings 
and  illustrations,  the  Hollywood-style  hair,  shoes,  and  makeup  reinforce 
the  impression  that  we  are  watching  some  inconsequential  frames  between 
action  shots  in  an  old  George  Raft  movie,  those  parts  of  the  sequence  which 
forge  an  enduring  visual  fantasy  about  urban  locales  apart  from  any  tangle 
in  the  plot,  and  which  linger  in  the  memory  after  the  story  is  forgotten. 

At  the  same  time  these  works  looks  like  references  to  Homer,  with  his 
similar  sense  of  the  neutral  but  charged  setting  in  its  rural  form.  Some  of 


13.34    EDWARD  HOPPER,   Room  in  S ew  York 
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Hopper's  are  also  in  country  surroundings:  the  two  women  on  the  upstairs 
porch  of  a  white  house,  seen  from  a  distance,  are  like  Homer's  milkmaids, 
schoolteachers,  or  hikers,  visibly  partaking  in  some  private  course  of  life  as 
we  stare  at  them  from  way  over  here  (13.35).  Their  inwardness  registers  all 
the  better  across  distance  and  with  minimal  facial  detail. 

The  graphic  works  of  Hopper  are  especially  American  despite  all  Hop- 
per's French  affiliations,  and  linked  to  the  Northern  tradition.  Such 
images  as  Night  Shadows  and  The  Balcony  may  owe  much  to  Degas  and 
perhaps  to  Caillebotte  and  Charles  Meryon;  but  Hopper  admired  the  di- 
rectness of  Dutch  graphic  art,  and  the  graphic  character  of  these  two  pic- 
tures is  more  illustrative  and  cinematic,  more  engaged,  like  Rembrandt, 
than  detached  in  the  usual  French  style  (13.36).  Since  Hopper,  like  Homer, 
had  been  a  commercial  illustrator,  his  later  career  is  similarly  viewed  as  an 
escape  from  all  that.  But  again  the  appeal  of  his  later  works  lies  in  an  emo- 
tional flavor  that  seems  to  have  seeped  into  them  in  spite  of  his  desire  for 
neutrality  and  reticence.  The  force  of  drama  thrusts  itself  into  the  picture 
without  a  text  or  a  product  to  sell.  The  dramatic  character  of  phenomena 


13.35   edward  hopper,  Second  Story  Sunlight 
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themselves,  especially  human  ones,  forces  the  image  into  an  illustrative 
shape  as  if  it  were  a  movie  frame. 

Hopper's  graphic  work  for  magazines  was  done  in  the  early  years  of  this 
century,  in  the  period  when  Hopper  (who  died  in  1967)  overlapped  Homer 
(d.  1910),  Eakins  (d.  1916,  the  same  year  as  Henry  James),  and  Sargent 
(d.  1925).  Gail  Levin  has  shown  that  they  are  clearly  connected  both  to  his 
own  later  etchings  and  paintings  and  to  a  vivid  tradition  of  magazine  art 
(13.37,  13.38).  This  was  already  in  place  in  Homer's  youth  in  the  1  S6()'s  in 
England  and  America  (with  precedents  in  Menzel's  Germany  in  the  184()'s) 
and  was  itself  an  eventual  source  for  cinema.  Hopper  is  an  artistic  figure  in 
whom  traditional  European  painting,  modern  French  painting,  popular  il- 
lustration, and  modern  American  movies  legitimately  meet.  His  references, 
echoes,  and  allusions  to  all  of  them  come  from  direct  experience,  synthe- 
sized by  a  uniquely  American  romantic  temper,  something  puritanical  and 
self-testing  and  aspiring.  Although  his  strongest  Xew  York  teacher  was 
Robert  Henri,  these  three  earlier  Americans — Homer,  Eakins,  and  Sar- 
gent— were  unquestionably  his  forerunners,  with  their  similar  combina- 
tions of  solitary  independent  effort,  private  way  with  European 
conventions,  and  instinctive  illustrative  genius  that  moves  toward  the  mas- 
terpieces of  cinema  rather  than  along  the  path  to  abstraction,  past  or 
future. 

Sargent  did  several  street  scenes  and  interiors  in  Venice  in  the  1880's 
after  he  had  visited  Spain  and  absorbed  the  Velazquez  viewpoint  (13.39). 
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Those  share  in  the  same  American  ability  to  adapt  Dutch  and  Spanish  ways 
of  managing  color  and  using  light  to  create  feeling  out  of  nothing,  just  as 
movies  do,  rather  than  using  it  chiefly  for  widening  painterly  scope,  as 
French  artists  were  doing;  and  they  have  a  marked  affinity  with  the 
Homers  of  the  same  date  and  the  Hoppers  of  much  later. 

Eastman  Johnson  (1 S24— 1 906)  was  a  largely  sentimental  American 
genre  painter  who  had  studied  in  both  Diisseldorf  and  Paris  before  the 
Civil  War,  and  who  had  seen  the  Dutch  art  in  The  Hague.  He  did  at  least 
one  painting  that  further  suggests,  like  Sargent's,  the  way  American  art- 
ists might  use  European  realism  to  prefigure  the  future  of  American  cine- 
matic romance.  Not  at  Home,  from  the  mid-1 870's,  has  the  flavor  of  a  Vrel 
or  Boursse  domestic  scene  coupled  with  the  same  emotional  currents 
present  in  the  works  of  both  Degas  and  Hopper.  They  arise  from  the  way  he 
uses  light  and  framing  to  show  nothing  happening  as  if  it  were  something 
significant  (1 3.40). 

When  he  had  no  portrait  subject  to  confine  him,  Sargent  also  produced 
suggestive  little  oils  of  dim  rooms  lit  like  the  chamber  in  Las  Mcninas  by  a 


3  9  0 


MOVING  PICTURES 


13.40   EASTMAN  JOHNSON,  Not  at  Home 


remote  door  and  invisible  windows,  inhabited  by  inexplicable  and  transient 
characters.  He  also  did  sections  of  streets  very  like  Hopper's  pregnant 
urban  glances  that  echo  Berckheyde  and  De  Witte  even  while  they  seem  to 
fit  into  films. 

Some  recent  heirs  to  the  American  psychological  style  are  Richard  Die- 
benkorn  and  Fairfield  Porter  and  lately  Eric  Fischl,  all  three  of  whom,  like 
Eakins  and  Homer,  show  their  closer  links  to  the  North  European  and  cine- 
matic idea  of  drama  than  to  France  or  to  Velazquez  (13.41).  Fischl,  how- 
ever, shows  how  Velazquez  dwarfs  and  idiots,  stuck  in  their  courtly  garb 
and  role,  may  be  translated  across  time  and  society  into  modern  citizens 
stuck  in  modern  life,  grinning  and  fumbling  and  hopelessly  distorted  as 
they  appear  to  take  their  ease  and  enjoy  their  privileges  (13.42).  In  keeping 
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with  current  fashions  in  feeling,  Fischl  also  adjusts  his  psychological  regis- 
ter to  the  very  young,  as  De  Hooch  and  Velazquez  both  knew  how  to  do,  and 
as  Homer  so  often  did;  but  for  Fischl  it  is  a  device  to  keep  the  erotic  and 
emotional  pitch  up  without  resorting  to  cacophony  of  the  Expressionist 
kind.  In  some  harmony  with  Eakins,  he  also  shows  the  debt  such  vision 
pays  to  the  old  North  European  artistic  sympathy  with  what  is  sexually 
questionable,  grotesque,  or  ridiculous.  Such  sympathy  operates  in  contrast 
to  the  classical  horror  that  requires  an  exaggeratedly  theatrical  and  there- 
fore subtly  ameliorative  rendering.  Porter  and  Diebenkorn  follow  Homer, 
Sargent,  and  Hopper,  however,  and  keep  things  nicely  ambiguous  instead 
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13.42    ERIC  FISCHL,   Daddy's  Ctrl 


of  straightforwardly  unbearable.  FischTs  divergent  style  may  represent 
the  difference,  increasingly  vivid,  between  film  and  the  cruder  realistic  ro- 
manticism of  television. 

It  is  noteworthy  that  Velazquez  became  a  favorite  with  nineteenth- 
century  painters  on  both  sides  of  the  Atlantic  and  both  sides  of  the  Chan- 
nel. His  peerless  technique,  original  vision,  and  absolute  unbombastic  con- 
fidence gave  modern  painters  renewed  belief  in  the  autonomy  and 
sovereignty  of  art  itself.  If  painting  for  its  own  sake  could  so  obviously 
transcend  the  grim  demands  of  an  archaic  Spanish  court  on  a  captive  art- 
ist, it  might  well  be  trusted  to  prevail  against  modern  forces — social,  com- 
mercial, or  artistic — and,  especially,  technological.  The  camera  haunted  all 
realistic  art  after  the  middle  of  the  nineteenth  century;  it  was  necessary  to 
fight  or  flee,  or  come  to  terms.  The  glorious  painterly  uses  to  which  Velaz- 
quez put  his  naked  eye  and  non-classic  spirit,  heroically  forming  his  unique 
style  of  realism  against  a  fixed  religious  and  aristocratic  background,  gave 
nineteenth-century  painters  fresh  hope.  Velazquez  certainly  provided  the 
historic  proof  that  any  painter  may  feel  superior  to  society;  but  he  also 
showed  painters  how  they  might  feel  superior  to  the  camera,  without  having 
to  forsake  the  endless  treasure-house  of  natural  appearances  that  heartless 
and  vulgar  photography  seemed  to  be  swallowing  up. 


FOURTEEN 

France  in  the 
Nineteenth  Century 


A 

ATjX.  M  E  R  I  C  A  N  painters  studied  in  Germany  during  the  first  half 
of  the  nineteenth  century,  but  by  the  second  half  they  had  to  go  to  France. 
Homer,  Eakins,  Sargent,  and  Hopper  all  had  distinct  affinities  with  the 
North  European  tradition,  but  they  all  went  to  Paris  for  training.  They  also 
went  there  perhaps  for  deeper  ratification  of  their  choice  of  profession  than 
private  conviction  could  sustain,  because  only  in  Paris  was  painting  then 
taken  as  seriously  as  an  aspiring  talent  could  wish,  as  a  natural  niftier  for  a 
serious  man. 

The  pre-eminence  of  France  as  a  training  ground  for  artists  was  due  to 
centuries  of  French  official  acknowledgment  that  art  had  primary  impor- 
tance, and  that  talent  and  originality  had  primary  importance  for  art.  By 
the  nineteenth  century,  there  was  not  only  a  state-supported  Academy — 
such  a  thing  existed  elsewhere — but  also  a  government  prepared  to  supple- 
ment and  even  oppose  its  own  Academy  in  order  to  support  and  exhibit 
divergent  and  diverse  artistic  effort;  and  there  was  an  established  profes- 
sion of  art  criticism,  to  keep  the  reading  public  awake  and  engaged  by  the 
enterprise,  and  to  produce  an  intellectual  milieu  for  artists  themselves.  All 
this  was  true  during  a  century  of  political  upheaval  when  republics,  monar- 
chies, and  empires  followed  one  another,  during  which  the  city  of  Paris  was 
transformed.  The  condition  of  painting  was  a  clouded  mirror  of  such  turbu- 
lence, since,  whatever  the  regime  and  the  condition  of  society,  French  art 
was  constantly  acknowledged  to  be  important  to  French  life  and  national 
awareness,  and  control  of  it  mattered  enormously.  Students  and  patrons 
from  other  places  had  to  come  and  see  it  to  believe  it. 

The  spirit  of  revolt  was  built  into  the  ideals  of  French  art  after  the  Revo- 
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lution,  the  idea  that  enlightened  French  civilization  would  always  stand  for 
Liberte,  Egalite,  and  Fraternite  in  its  cultural  endeavors,  however  these 
might  be  interpreted.  The  drama  of  French  art  in  the  last  century  has  in 
consequence  been  perceived  in  this  one  as  the  perpetual  triumph  of  free- 
dom over  tyranny,  partly  because  the  style  of  French  self-perception 
seemed  to  demand  it.  After  the  triumph  of  classic  simplicity  over  Rococo 
frivolity  came  the  triumph  of  Romantic  painters  like  Delacroix  over  the 
chilly  rigidities  of  Neoclassicism,  then  that  of  earthy  Realists  like  Courbet 
over  the  high-flown  nonsense  of  Romanticism,  then  the  triumph  of  Impres- 
sionism over  the  literal-minded  and  sentimental  purveyors  of  conventional 
subject  matter,  and  finally  the  triumph  of  form  over  content  and  the  al- 
leged liberation  of  painting  from  the  ancient  grip  of  natural  appearances. 
Only  in  France  did  so  much  esthetic  battle  seem  to  be  taking  place  and 
such  continuous  revolution  in  process. 

Recent  study  of  nineteenth-century  art  has  resulted  in  a  more  compli- 
cated account  of  French  artistic  circumstances  during  the  period,  but  their 
general  commitment  to  mobility  is  unmistakable.  Stasis  was  never  the  pre- 
vailing disposition.  Throughout  the  century,  as  brisk  new  styles  and  flavors 
emerged,  the  prestige  of  the  Academie  gradually  declined,  and  dissatisfac- 
tion grew  with  the  educational  aims  and  methods  of  the  Ecole  des  Beaux- 
Arts.  These  institutions,  founded  in  the  seventeenth  and  eighteenth 
centuries  under  the  terms  of  absolute  monarchy,  had  undergone  consider- 
able later  modification  without  ever  going  out  of  existence.  By  the  middle 
of  the  nineteenth  century,  however,  the  future  of  painters  trained  in  the 
strict  methods  of  the  Ecole  was  no  longer  secure  in  view  of  changes  in  pub- 
lic taste,  which  were  being  fostered  by  some  of  the  same  institutions  that 
supported  the  continuation  of  the  old  scheme.  Tension  and  conflict  were  in- 
evitable in  such  a  complex  administrative  tangle,  since  the  future  of  French 
art  was  seen  by  everyone  as  an  important  issue,  and  lack  of  originality  was 
generally  deplored,  even  while  the  academic  education  of  painters  virtually 
ensured  it. 

In  this  creative  tension  and  conflict,  independent  artists  steadily  flour- 
ished. There  was  a  public  for  them  and  a  market  as  well,  and  state  commis- 
sions to  be  had  that  did  not  necessarily  go  to  Academie-trained  painters. 
The  state-supported  Salon  was  open  to  all  artists,  and  seen  by  thousands  of 
viewers  daily,  although  the  decisions  and  indeed  the  composition  of  its  jury 
and  hanging  committee  were  always  matters  of  dispute.  As  in  any  situation 
where  a  great  deal  of  art  is  produced,  most  of  what  was  done  was  bad,  and 
much  of  what  was  bad  was  popular  and  sold  well;  so  the  question  of  what 
the  Salon  jury  rejected  or  rewarded  was  fraught.  The  idea  of  art  as  public 
entertainment  was  also  entrenched,  and  soon  became  part  of  the  general 
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expansion  of  Parisian  life,  contributing  to  the  sense  so  well  expounded  by 
T.  J.  Clark  that  the  city — that  France  altogether — had  an  Image,  and 
needed  to  have  one.  The  image  it  had  by  the  middle  of  the  century  was 
fluid,  diverse,  and  fast  becoming  uncontrollable — the  image  of  a  mixed, 
corruptible,  and  unaccountable  society. 

It  was  also  a  romantic  image.  The  blunt  Realist  vision  of  Courbet  and 
Manet  no  less  than  the  smoother  one  of  Fantin-Latour  and  Degas  has  the 
flavor  of  a  search  and  a  quest,  especially  a  search  inward,  a  longing  to  go 
beyond  the  boundaries  not  only  of  former  artistic  practice  but  of  legitimate 
subjects  for  the  attention  of  art,  to  find  the  key  to  the  moving  modern  soul. 
Means  for  realizing  such  romantic  aims  in  art  naturally  lay  in  the  possibili- 
ties of  re-vision,  of  finding  a  way  to  overstep  the  boundaries  of  fundamen- 
tal visual  custom  in  art,  in  order  to  illustrate  appropriately  the  new  escape 
from  the  old  Hierarchy  of  the  Genres  and  the  tyranny  of  pictorial  "finish" 
established  in  Napoleonic  times.  Not  just  startling  themes  and  a  mobile 
surface  rendering,  but  flexible  ways  of  framing  and  composing  the  con- 
tents of  pictures  were  required,  to  match  the  constant  reorganization  of  re- 
ality that  was  going  on  in  France  at  the  middle  of  the  century.  Modern  Life 
had  to  yield  up  its  own  romantic  core;  the  essence  of  modern  longing  had  to 
be  found  and  represented  in  new  visual  terms.  The  powerful  romanticism  of 
the  Revolutionary  period,  conceived  in  Neoclassic  visual  syntax,  had  lost 
its  force.  The  vigorous  beauty  of  Delacroix'  work,  with  its  reference  to  the 
painterly  freedom  of  the  Baroque,  had  a  movement  unrelated  to  the  harsh 
thrust  of  later  days. 

Ever  since  the  seventeenth  century,  French  visual  custom  for  serious 
history  paintings  had  been  founded  on  Italian  principles.  Antique  refer- 
ences had  remained  appropriate  for  figures  and  drapery,  supplemented  by 
modern  references  derived  from  an  array  of  Renaissance  masters,  and 
Claudian  and  Poussinesque  arrangements  of  space  remained  correct  for  ex- 
terior views.  Before  the  Revolution,  genre  works  such  as  those  of  Chardin 
had  been  exempt  from  such  principles,  and  so  were  fetes  gal  antes,  portraits, 
and  rural  landscapes,  all  of  which  were  considered  comparatively  unserious 
even  though  delightful,  and  which  therefore  could  show  the  influence  of 
Dutch  vision  without  compromising  their  integrity. 

Under  the  academic  system  established  after  the  Revolution,  the  quest 
was  not  for  delight  but  for  perfection,  following  the  Italian  Renaissance  no- 
tion of  an  antique  standard  that  claimed  to  raise  the  artist  to  the  level  of 
ideal  visionary,  and  keep  him  out  of  the  gutter  of  mindless  craft  or  slavish 
adherence  to  visual  fact.  Lofty  French  national  themes  seemed  to  require  a 
purified  style  with  such  an  idea  behind  it.  The  frivolity  and  elegance  of  pre- 
Revolutionary  styles  seemed  to  debase  them,  and  at  the  same  time  con- 
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demned  their  North  European  reliance  on  actuality,  on  the  flow  of  light 
and  air  that  suggests  the  free  play  of  private  feeling  and  an  individual 
viewpoint. 

Ever  since  the  founding  of  the  French  Fine  Arts  Academy  in  Rome  dur- 
ing the  reign  of  Louis  XIV,  successful  students  in  the  academic  system  in 
Paris  might  win  the  coveted  Prix  de  Rome  and  seek  Classical  perfection  at 
the  imperial  source.  Academic  training  led  specifically  to  that  goal;  and  the 
system  was  continued  through  the  eighteenth  and  most  of  the  nineteenth 
centuries,  with  prize  winners  duly  spending  several  years  in  Rome  and 
sending  work  home.  The  copying  of  antique  masterpieces  and  the  imitation 
of  an  idealizing  style  were  basic  requirements,  and  history  painting  was 
necessary  to  display  them,  even  after  Delacroix,  Chasseriau,  and  others 
had  broken  free  of  its  classic  strictures  in  the  1820's  and  gone  back  to 
Rubens  and  Tintoretto  for  models. 

In  the  1830's  Paul  Delaroche  began  sentimentalizing  the  flavor  of  his- 
tory painting  to  suit  the  taste  of  the  July  Monarchy,  toning  down  the  paint- 
erly freedom  propounded  by  the  Romantics  while  at  the  same  time  inject- 
ing some  show  business  into  the  dignified  Neoclassic  program,  and 
dealing  with  costumed  history  instead  of  draped  legend.  By  1850  Courbet 
was  undertaking  his  own  personal  overthrow  of  old  painterly  aims, 
methods,  and  subjects,  magnifying  the  crudity  and  awkwardness  of  the 
contemporary  poor,  eschewing  history,  operating  an  atelier  without  a  strict 
hierarchy,  rendering  nudes  with  all  their  bulges  and  rural  life  with  all  its 
mud.  But  through  it  all,  the  Prix  de  Rome  winners'  paintings  from  1800  to 
1865  look  very  much  the  same — clear-edged,  bright-colored,  smooth,  and 
perfectly  static. 

Nevertheless  originality  was  officially  fostered  by  the  Academie,  and 
eye-training  was  encouraged.  Students  in  the  Ecole  des  Beaux-Arts  were 
expected  to  make  quick  oil  sketches  recording  the  effects  of  light  and  color 
in  natural  scenery,  as  well  as  on-the-spot  drawings  of  street  life,  and  to 
create  fresh,  inventive  compositional  sketches  of  imagined  subjects  in  the 
studio.  But  a  serious  academic  painting  would  have  to  be  "finished"  before 
it  could  do  honor  to  art  and  fully  reveal  the  artist's  skill  as  well  as  his  gifts, 
even  though  movement  and  spontaneity  were  refined  away  during  the 
process.  Training  for  that  result  still  consisted  of  learning  to  draw  from 
casts  of  Classical  sculpture,  and  adapting  drawings  of  the  live  model  to  fit 
the  Classical  ideal.  The  quick  personal  rendering,  however,  was  admired  as 
the  test  of  talent;  and  at  the  Salon,  the  public  was  responding  to  its  imme- 
diate appeal,  since  the  non-academic,  independent  painters  of  France  were 
exploring  its  possibilities,  especially  its  suitability  for  modern  themes. 

Albert  Boime  has  described  a  gradual  rise  throughout  the  nineteenth 
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century  in  the  officially  acknowledged  value  of  the  spontaneous  oil  sketch, 
and  a  corresponding  decline  in  the  prestige  of  highly  finished  academic 
works  and  of  academic  training.  A  significant  change  was  also  occurring  in 
the  medium  used  for  academic  life-drawing  itself:  fine  pencil  was  being  re- 
placed by  soft  charcoal,  the  better  to  emphasize  broad  tonal  values  rather 
than  sharp  outlines  shaded  with  painstaking  cross-hatching.  Amazingly  in- 
formal, "Impressionist"  works  survive  by  many  academic  painters  who 
would  not  have  considered  them  fit  to  show,  despite  the  eye,  verve,  and  in- 
vention they  display.  At  the  same  time,  critics  and  the  public  were  admir- 
ing independent  painters'  works,  exhibited  as  finished,  which  by  strict 
academic  standards  could  only  be  called  preparatory  sketches.  This  volatile 
situation  was  already  in  place  long  before  the  Impressionists'  great  revolt, 
initiated  by  their  first  exhibit  in  1874.  At  least  a  generation  before  that,  the 
desire  for  a  more  unmediated  painterly  vision  was  replacing  the  old  respect 
for  the  maintenance  of  noble  standards.  The  public  needed  a  shiftier  image, 
one  with  more  movement,  more  ambiguity,  and  more  range. 

For  some  independent  painters  during  the  early  nineteenth  century, 
such  as  those  of  the  Barbizon  school  and  Corot,  landscape  had  offered  an 
excellent  way  out  of  the  academic  mold,  and  for  the  Barbizon  painters  the 
Dutch  models  might  be  learned  from  with  profit.  The  Impressionists  later 
took  the  same  path.  For  them,  landscape  stood  for  the  non-illustrative 
aspects  of  painting,  for  pure  actuality  without  anecdote,  for  pure  move- 
ment— nature  keeps  moving,  light  is  never  still,  color  vibrates — and  for  the 
limitless  possibilities  of  pure  paint,  in  direct  opposition  to  the  history- 
bound  scope  of  the  classical  figure. 

Landscape  had  long  been  a  source  of  painterly  exercise,  offering  a  way 
to  train  in  comfort  outdoors,  to  stretch  the  artistic  muscles  during  the  long, 
confining  task  of  creating  historical  works  in  the  studio.  What  more  radical 
way  to  elevate  pure  painting  than  to  glorify  such  fundamental  material, 
such  a  basic  relation  between  the  artist  and  his  art?  Well  before  Impres- 
sionism, the  great  Dutch  landscape-painters  of  the  past  and  the  great  Eng- 
lish artists  in  the  genre  were  being  honored  by  French  landscape-painters. 
It  was  apparent  that  French  landscape-art  might  strengthen  itself  by  en- 
compassing the  vital  art  of  other  modern  nations,  with  no  apologies  to  an- 
cient Greece  and  Rome.  Landscapes  are  also  easy  to  like  and  easy  to  sell; 
they  can  provide  pleasure  without  making  demands.  Throughout  the  cen- 
tury, landscapes  did  well  at  the  Salon  and  among  dealers. 

But  landscape  in  nineteenth-century  France  was  increasingly  anti- 
Romantic,  more  and  more  committed  to  detachment  and  withdrawal  into 
neutral  painterly  territory,  to  a  search  in  the  opposite  direction.  It  could 
not  satisfy  the  desire  for  illustrative  imagery,  fanciful  or  real,  that  a 
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painter  like  Delaroche  had  supplied  at  the  Salon,  or  a  cartoonist  like  Dau- 
mier  in  the  newspaper.  It  had  no  power  to  slake  the  thirst  for  mirrors.  De- 
laroche, whose  Execution  of  Lady  Jane  Grey  and  Princes  in  the  Tower 
remain  thrilling  to  this  day,  and  later  his  pupil  Gerome,  with  his  Oriental 
slave-markets  and  Classical  incidents,  were  adept  at  maintaining  an  oper- 
ettalike pictorial  tone  for  historical  genre,  something  entertaining  and 
sumptuous,  something  exotic  and  remote,  something  provisionally  serious 
but  also  guaranteed  to  be  quite  undisturbing,  and  something  at  the  same 
time  firmly  artistic,  comfortably  in  line  with  academic  assumptions. 

But  Thomas  Couture,  another  pupil  of  Delaroche  who  became  a  non- 
academic  painter  and  teacher,  made  a  great  splash  in  1847  with  his  Romans 
of  the  Decadence.  He  favored  a  rough-surfaced,  harshly  lighted  style  that 
suggested  an  uncomfortable  modernity,  a  relation  between  his  ancient  rev- 
elers and  modern  living  people — the  painting  makes  it  easy  to  believe  that 
he  was  Manet's  teacher  (14.1).  Couture's  personnel  were  still  firmly  an- 
cient, however,  in  trappings  and  attributes;  and  it  was  not  until  Manet  pre- 
sented his  Olympia  in  1865  that  Parisians  were  brought  face  to  face  with 
themselves  minus  all  disguises,  and  Delaroche's  legacy  announced  itself  as 
virtually  spent.  During  the  1860's  Manet,  Pantin,  Whistler,  and  Degas 
were  seeking  other  resources. 

For  representing  modern  human  life  in  a  new  visual  style,  old  and  rich 
sources  could  be  tapped,  and  known  themes  revived.  Once  free  of  the  domi- 
nance of  classical  forms,  French  modern  painters  looked  with  fresh  eyes 
not  only  on  their  own  Rococo  predecessors  but  on  still  earlier  models  in 
Dutch  art.  The  development  of  the  camera  and  the  revival  of  interest  in 
Vermeer  and  his  colleagues  seem  to  go  together  as  avenues  of  discovery  for 
Parisian  artists  in  the  1860's.  Optical  reality  was  an  appropriate  metaphor 
for  the  new  social  reality;  and  Dutch  bourgeois  imagery,  rendered  in  terms 
of  light,  lent  itself  admirably  to  the  new  French  bourgeois  world  in  its  new 
Ville  de  Lumiere. 

The  newest  mirror  of  the  newest  mode  of  living  was  the  city  itself,  the 
metropolitan  mirror  of  universal  life.  The  village  was  no  longer  the  world, 
as  it  might  seem  to  be  when  Courbet  painted  Burial  at  Ornans  in  1850;  it 
wasn't  artificial  enough,  ephemeral  enough,  variable  enough,  deceptive 
enough.  The  new  Haussmannized  Paris  of  the  1860's — with  its  old  quar- 
tiers  destroyed,  along  with  their  old  social  and  commercial  arrangements, 
and  a  new  public  street  life  created,  mixing  all  classes,  especially  for  enter- 
tainments— was  a  new  metaphor  for  the  panorama  of  humanity.  As  such, 
Paris  far  outclassed  even  a  busy  Dutch  townscape;  but  the  point  could  be 
made  by  using  other  old  artistic  material,  especially  the  graphic  renderings 
of  specialized  metiers  and  figures  diverses  that  had  had  a  vogue  in  the  chic 
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urban  life  of  the  eighteenth  century — single-sheet  prints  of  kitchen  maids, 
hat  vendors,  scissors  grinders,  and  the  like.  These  were  taken  up  and  modi- 
fied by  mid-century  artists,  and  they  stand  behind  Degas'  laundresses  and 
Manet's  ragpickers,  and  eventually  behind  Lautrec's  prostitutes  and 
entertainers. 

Such  new  urban  paintings  founded  on  old  prints  reveal  the  painters' 
knowledge  that  commercial  graphic  art,  which  is  devoted  to  meaning  rather 
than  beauty  and  is  aimed  at  everybody,  has  current  importance  to  any 
city's  image.  The  new  French  painting  that  dealt  with  the  new  world  of  the 
city  had  to  take  account  of  graphic  tradition,  especially  in  its  popular 
mode,  where  images  gather  and  disperse,  come  and  go,  form  and  re-form  in 
comic,  mawkish,  or  stark  visions  in  a  continuum  of  black  and  white.  Despite 
its  appeal,  the  crisply  polychromed  and  stagy  look  of  paintings  on  the  Neo- 
classic  formula,  even  when  it  was  used  for  contemporary  genre  themes, 
could  not  suffice  for  the  representation  of  mixed  city  feelings:  some  kind  of 
graphic  projection,  some  kind  of  mixture  of  the  vulgar  and  the  hopeful, 
some  fusion  of  the  ironic  and  the  romantic,  some  kind  of  cinema  was  called 
for  to  create  the  Painting  of  Modern  Life. 

The  serious  stage  was  not  a  proper  model  for  this,  and  painting  that  sug- 
gested it  directly  failed  of  its  eventual  effect.  What  worked  wonderfully 
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was  the  other  kind  of  show  business,  the  crude  and  sexy,  the  wordlessly  ro- 
mantic or  satiric,  and  the  traditionally  popular — anything  that  conveyed 
the  idea  of  seriousness  portrayed  in  ephemeral  terms.  Suggestions  of  the 
cabaret  stage,  the  opera  ballet,  and  the  street  performer  therefore  abound 
in  the  works  of  Manet  and  Degas,  and  they  did  in  those  of  Daumier,  an  art- 
ist who  also  used  the  graphic  medium  to  satirize  serious,  literary  theater 
while  creating  his  own  form  of  draftsmanly  show  business,  a  new  comic  the- 
ater of  the  world.  Baudelaire's  essay  on  Constantin  Guys,  "The  Painter  of 
Modern  Life,"  was  written  at  the  beginning  of  the  1860's  as  if  to  articulate 
the  need  for  someone  to  transcend  Daumier,  to  do  the  same  thing,  only  to 
take  the  theme  of  modern  absurdity  beyond  journalistic  satire,  to  illustrate 
the  new  life  of  Paris — and  therefore  of  the  world — even  more  accurately, 
and  bring  it  home  at  the  highest  level. 

Manet  and  Degas  both  answered  this  need;  and  one  measure  of  their  suc- 
cess is  how  much  abuse  was  heaped  on  their  efforts  between  the  lHHO's  and 
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the  1880*8.  They  were  trying  to  do  what  Guys  and  Dauinier  had  done,  only 
they  were  doing  it  in  the  sphere  of  serious  painting,  as  contenders  with 
David  and  Ingres  in  the  use  of  respected  prototypes.  Bui  to  do  it  they  had 
to  use  a  broader  range  of  prototypes,  raiding  the  works  of  Goya  and  Velaz- 
quez and  the  non-classical  Dutch  to  render  the  world  anew. 

When  it  was  in  fact  rendered  by  them,  it  was  initially  unrecognizable, 
partly  perhaps  because  it  was  rendered  in  paint,  the  customary  medium  of 
idealization,  rather  than  in  popular  graphic  media.  Daumier's  ridicule  had 
met  no  resistance.  But  Manet's  Olympia  and  Degas'  later  beach  scenes  and 
laundrywomen,  his  oblique  and  ironic  views  of  stage  performance,  were 
railed  at  for  their  grubbiness,  the  harsh  dirty  look  not  of  the  depicted  me- 
tier but  of  the  artist's  means,  the  dark  shadows  and  dim  planes  in  which 
arms  and  faces  were  made  out,  the  unpleasing  foreshortening  and  smudgi- 
ness  of  the  figures — the  kind  of  effect  that  the  modern  camera,  still  and 
moving,  has  so  well  encompassed  and  elevated  (14.2,  14.3). 

The  twentieth-century  world,  accustomed  to  modern  painting  that  cele- 
brates detached  painterly  concerns,  has  found  these  painters  both  pro- 
phetic and  acutely  of  their  time;  but  that  is  also  largely  because  it  has 
absorbed  the  transcendent  graphic  medium  of  cinema,  and  can  see  these 
washerwomen  and  prostitutes  and  derelicts,  these  racetrack  patrons  and 
cafe  sitters  as  rightly  reflected  by  an  art  that  suits  them,  not  just  an  art  of 
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painting  but  a  new  kind  of  graphic-cum-painterly  representation,  an  exalt- 
edly  realistic,  mobile  "graphic"  art. 

Both  Degas  and  Manet  used  actual  graphic  expression  to  keep  their  eyes 
and  thoughts  afloat,  experimenting  with  extant  techniques,  sometimes  with 
a  straight  illustrative  purpose  such  as  Manet's  lithographs  for  Poe's 
Raven,  sometimes  for  private  effort  such  as  Degas'  monotypes  of  whores 
off-duty  (14.4).  Degas  indeed  used  his  own  monotypes  as  foundations  for 
pastels  or  oils,  in  that  same  undifferentiated  use  of  different  media  that 
began  with  Rembrandt.  And  Degas,  inevitably,  experimented  with  the  cam- 
era, too.  In  the  work  of  Manet  and  Degas,  the  superimposition  of  the 
graphic  and  the  painterly  was  a  stamp  of  their  new  vision,  something  Dau- 
mier  could  not  yet  achieve.  Daumier's  paintings  tended  to  depart  from 
graphic  speed  and  optical  irreverence,  and  partake  more  purely  of  paint- 
erly history.  It  was,  moreover,  a  program  different  from  the  one  the  Im- 
pressionists wished  to  establish,  through  which  paint  could  leave  the 
graphic  field  altogether,  and  cease  to  act  as  a  mirror  for  the  viewer. 
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The  famous  Degas  Interior  (1868-9)  lias  defied  attempts  to  attach  it  to  a 
specific  scene  in  a  specific  play  or  novel,  although  it  has  all  the  uncanny  in- 
stantaneous look  of  a  very  particular  moment  (14.5).  But  it  might  well  be 
from  Zola's  Therese  Raquin  or  any  of  the  other  novels  that  have  been  pro- 
posed, even  if  it  does  not  match  the  written  descriptions,  because  it  repre- 
sents a  new  kind  of  illustration — or,  rather,  an  old/new  kind,  derived  from 
Dutch  art  and  prefiguring  the  movies.  The  scene  is  not  made  to  delineate  a 
written  passage.  By  now,  illustrators  were  no  longer  in  such  a  business, 
supplying  a  visual  line-for-line  accompaniment  to  fiction  to  fill  it  out. 
Writers  were  supplying  their  own  visual  details;  not  only  Dickens  but  the 
Goncourt  brothers  and  Zola  were  already  writing  the  equivalent  of  screen- 
plays. Illustrators  had  a  new  freedom  to  fasten  on  psychological  tension, 
suggestion,  atmosphere,  and  visual  details  of  their  own  choosing  that  em- 
phasized such  elements,  as  Menzel  had  prophetically  done  for  the  Freder- 
ick biography  and  as  the  English  were  doing  in  magazines.  Degas  knew  and 
admired  Menzel's  work  and  copied  one  of  his  teeming  genre  paintings — the 
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two  artists  shared  the  cinematic  eye.  Like  a  film-maker,  Degas  has  recon- 
structed a  whole  scene  from  scratch  for  Interior,  imagining  it  completely  as 
if  he  were  making  a  movie  of  a  novel  and  adjusting  it  to  suit  his  own  me- 
dium. It  may  well  represent  a  scene  from  Therese;  but  it  is  his  own  Therese. 
Zola  only  wrote  the  story;  Degas  shot  the  scene. 

Degas  arrived  at  such  an  activity  by  stages,  having  begun  by  creating 
straight  old-fashioned  history-painting  (Jephthah's  Daughter  and  Semir- 
amis  Founding  a  Town)  and  then  moving  further  into  modern  terms  by 
painting  theatrical  representations  of  legendary  scenes  (Mile.  Fiocre  in  .  .  . 
"La  Source"),  and  then  ending  with  present  history  itself,  modern  drama  in 
the  manner  of  the  realistic  novel.  The  earlier  works  on  ancient  topics — the 
sort  of  theme  Gleyre  or  Gerome  might  have  chosen — have  an  uncomfortable 
look,  as  if  the  painter  could  not  fit  these  harsh  human  moments  into  the 
correctly  distanced  anecdotal  style.  They  look  like  blurred  photographs  of 
posed  models  dressed  to  act  the  parts,  and  the  surroundings  fail  to  jell  into 
something  convincing,  again  as  if  Degas  could  not  believe  in  the  painterly 
reality  of  medieval  Orleans  or  ancient  Sparta.  But  the  modern  scene  has 
total  conviction,  partly  because  it  has  no  anecdote.  The  painter  has  found 
the  confrontational  mode  that  really  suits  him;  but  in  so  doing,  he  has  kept 
faithfully  to  the  solid  principles  of  drawing  he  admired  in  Ingres,  refusing 
to  abandon  past  realities  but  insisting  on  expanding  them,  so  as  to  be  a 
truer  mirror  of  the  way  life  really  is. 

Composed,  like  some  of  his  early  historical  pictures,  with  the  provok- 
ingly  vulnerable  female  on  the  left  and  the  anxiously  embattled  male  on  the 
right,  the  Interior  nevertheless  changes  the  unwieldy  elements  of  the  his- 
tory paintings  into  new  harmony  and  real  mystery.  Degas  fixes  the  bond 
between  the  man  and  woman  with  a  lamplit  room  that  is  itself  a  character  in 
the  scene,  a  room  jammed  with  poignant  glinting  surfaces  and  breathing 
shadow.  This  room  has  been  carefully  built  to  show  that  modern  drama  is 
never  a  neat  fable;  it  is  a  constant  flow  of  interlocking  personal  experi- 
ences, as  Zola  was  showing  it  in  his  Rougon-Macquart  series  of  interlocking 
novels.  In  a  picture  suited  to  it,  true  modern  drama  is  shown  to  dwell  in  ca- 
sually grouped  components  seen  as  if  by  chance  and  stirred  into  an  emo- 
tional atmosphere  created  by  light.  We  see  everything  and  identify 
instantly  with  this  fraught  sexual  moment,  and  yet  we  can  actually  know 
nothing  until  the  next  thing  happens,  someone  moves  or  someone  speaks. 
We  are  urged  to  project  what  we  know  of  men,  women,  underwear,  and  bed- 
rooms, what  we  feel  about  such  juxtapositions,  into  this  incomplete  visual 
situation.  The  scene  is  like  a  movie  frame;  it  is  also  like  the  Vermeer  and  De 
Witte  harpsichord  scenes,  with  similar  reliance  on  lighted  interior  space 
and  arresting  domestic  objects  to  set  up  emotional  terms. 
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Another  scene  much  like  it  but  without  a  sexual  component  is  the  Milli- 
ner's Shop,  with  the  mute  standing  mirror  blocking  our  view  of  the  mute 
standing  shopgirl,  while  at  the  same  time  reflecting  the  florid  customer 
with  its  surface  turned  from  us,  so  that  the  mirror's  responses  are  just  as 
hidden  as  the  girl's  (14.6).  This  again  is  an  example  of  specifically  cine- 
matic drama,  not  derived  from  the  stage  or  the  history  of  anecdotal  paint- 
ing. The  camera  is,  as  it  were,  in  motion  around  the  group,  offering  this 
passing  view  as  itself  integral  to  the  situation  that  connects  these  two 
women,  this  mirror,  and  these  hats.  Again  attempts  have  been  made  to  con- 
nect the  painting  to  a  Zola  novel.  The  narrative  flavor  is  all  the  stronger  for 
the  absence  of  old  narrative  methods,  and  for  its  faint  look  of  current  mag- 
azine illustration,  which  the  Interior  also  has — the  latter  could  be  a  Millais, 
if  it  were  a  wood  engraving. 

By  the  time  the  Milliner's  Shop  was  painted  in  the  1880's  Degas  had 
long  abandoned  full-scale  genre  painting;  Interior  was  the  only  one  of  its 
kind.  Instead  he  had  become  the  cruising  seeker  of  trainable  moments  in  a 
floating  world,  in  places  where  repetition  is  a  constant  theme:  the  laundry, 
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where  the  most  ephemeral  of  ordinary  tasks  is  done  and  done  again  and 
again,  as  it  is  in  the  ballet  and  as  it  is  in  the  whorehouse.  He  seized  on  bath- 
ing, too,  that  act  which  is  repeated  and  repeated,  never  finished  for  good. 
He  seems  to  have  been  obsessed  with  mutable  female  living,  its  endless 
pulse  that  continues  whether  anyone  is  watching  or  not. 

Vermeer  had  painted  women  in  a  similar  way,  as  conductors  of  change 
and  flow,  balancers  of  scales,  pourers  of  milk,  players  of  music,  readers  and 
writers  of  letters,  containers  of  recurrent  ambiguity.  Other  Dutch  artists 
had  done  the  same;  the  theme  included  prostitution,  as  it  did  for  both 
Manet  and  Degas,  in  that  same  self-absorbed  mode  that  makes  the  Dutch 
harlots  and  the  Degas  bathers,  who  are  probably  French  harlots,  and 
Manet's  Olympia  seem  entirely  to  transcend  the  role  of  conventional 
pleasure-machine.  Each  is  shown  primarily  as  a  private  person,  whatever 
she  does;  the  subjective  mode,  the  theme  of  personal  experience,  connects 
all  these  works.  In  Manet  and  Degas,  it  sets  in  motion  the  quest  for  a  new 
illustration  that  would  suit  modern  fantasy,  and  produce  a  romance  of  the 
actual,  the  optical,  the  personal,  and  eventually  of  the  repeatable.  The  new 
romanticism  was  concerned  with  the  psyche,  not  with  expressive  overflow; 
recurrence  is  one  of  its  essential  themes. 

The  camera  entered  the  stream  of  artistic  consciousness  fairly  early  in 
the  century,  having  been  invented  in  the  late  1820's  and  patented  in  1839. 
Photography  was  at  the  outset  yet  another  interesting  graphic  technique, 
and  quickly  recognized  for  its  capacities  to  reproduce  pictures  along  with 
other  phenomena.  By  the  crucial  1860's,  photographs  of  paintings  and 
graphic  works  were  available  to  the  public  and  to  artists,  and  the  process  of 
perceiving  art  was  undergoing  radical  change  through  the  camera's  capac- 
ity to  offer  direct  views  unmediated  by  engraving  styles.  At  that  same  time, 
shutter  speed  became  almost  instantaneous,  and  often  produced  odd  vi- 
sions of  people  and  objects  in  motion,  figures  with  strangely  bent  legs  or 
cabs  vanishing  out  of  the  frame,  so  that  artists  saw  a  new  way  to  render  vi- 
sual fact,  and  new  reasons  to  reconsider  the  old  ways. 

Soon  informal  portraiture  was  taken  over  by  the  camera,  the  miniature 
portrait  painters  were  driven  out  of  business,  and  portraitists  began  to  rely 
on  photographs  for  preliminary  studies.  Painters  also  hired  photographers 
to  record  their  works,  to  provide  pictures  that  might  offer  basic  material, 
and  to  provide  reproductions  of  others'  works.  Many  creative  and  advanced 
nineteenth-century  artists  did  their  own  photography,  sometimes  painting 
right  over  the  results,  or  just  plain  stealing  from  them. 

In  general,  Impressionist  painters  were  not  interested  in  the  camera,  but 
those  devoted  to  drama  and  atmosphere  were — beginning  with  Delacroix, 
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the  great  Romantic,  who  made  wide  use  of  photographs  near  the  beginning 
of  their  history,  modifying  their  elements  when  he  painted  from  them. 
Turner,  that  other  great  Romantic,  was  also  entranced  by  the  possibilities 
of  luminousness  he  saw  in  landscape  photographs  during  the  late  1840's. 
Before  photography  became  a  great  commercial  venture,  before  it  seemed 
to  forfeit  its  claim  on  the  imagination,  it  gave  to  these  discerning  eyes  an 
idea  of  its  scope.  Later  painters,  who  had  to  abandon  human  situations 
tainted  by  sentiment  or  embalmed  in  formulas  in  favor  of  situations  gener- 
ated only  by  color  and  shape,  or  ones  who  wished  to  create  worlds  far  from 
ours,  like  Puvis  de  Chavannes,  were  not  prepared  to  participate  in  the  seri- 
ous romanticism  of  the  future,  the  romanticism  of  the  camera  that  would 
depend  on  real  men  and  women,  moving  through  the  here  and  now  to  create 
their  myths. 

But  the  camera  was  ahead  of  its  time  and  did  not  become  a  romantic  tool 
in  France  until  this  century.  It  was  used  far  more  poetically  in  England 
and  Scotland  during  its  first  two  decades,  where  more  purely  Northern 
sensibilities  could  perhaps  make  better  use  of  it  than  hard-headed  French 
artisans.  It  was  the  French  painters  and  graphic  artists,  however,  who 
transmuted  camera  vision  into  romantic  terms,  using  the  odd  angles  and 
cut-off  shapes  as  well  as  the  strange  blurry  and  unrecognizable  form  things 
took — the  clothes  overhead  in  a  Degas  laundry,  for  example — and  the 
harsh  darks  and  lights  in  which  they  were  made  to  appear.  In  order  to  make 
a  vital  new  illustrative  art  for  France,  however,  it  was  necessary  not  just  to 
copy  Dutch  pictures  and  old  prints,  or  to  copy  photographs,  although  these 
were  receiving  close  attention,  but  to  use  them  as  starting  points. 

French  nineteenth-century  artists  were  in  fact  developing  the  poetry  of 
other  graphic  techniques  at  the  same  time  that  photography  was  becoming 
an  established  fact  of  artistic  life.  Manet  and  Degas,  Whistler  and  Fantin 
created  sharply  dramatic  black-and-white  imagery,  often  suggestive  both  of 
Rembrandt  or  Goya  and  of  film,  and  quite  unlike  old-fashioned  steel  en- 
gravings. Degas'  smudgy  whorehouse  monotypes  are  emphatically  movie- 
like, flickering  with  subfusc  reality  and  motion;  so  are  Manet's  crisp 
lithographs  (14.7-14.9).  A  revived  admiration  for  Piranesi  occurred  at 
about  the  same  period;  the  new  romance  of  chiaroscuro  was  gathering  mo- 
mentum. Etching  was  undertaken  with  new  enthusiasm  by  painters  and 
written  about  by  critics;  and  the  graphic  artist  Charles  Meryon  had  a  bril- 
liant impact  with  architectural  fantasies  that  derived  from  Dutch  prints 
but  displayed  a  wholly  modern  preoccupation  with  city  demons,  a  truly  film 
noir  temperament. 

Meryon  had  a  short  career,  and  his  best  work  was  done  in  the  1850's,  but 
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he  did  more  than  any  other  nineteenth-century  artist  to  suggest  the  roman- 
tic dread  that  can  be  generated  in  modern  city  imagery  simply  by  recording 
in  black  and  white  the  way  the  buildings  look.  His  was  a  realistic  romanti- 
cism, achieving  keen  emotional  effects  without  manufacturing  artificially 
sinister  gloom.  Facts  in  crude  light  are  sinister  enough.  In  the  tradition  of 
Piranesi,  his  views  are  both  perfectly  straight  and  obliquely  suggestive. 
They  have  an  individual  personality  that  seems  partly  projected  into  them 
by  our  responses  to  their  flavor.  It  is  also  brought  about  by  small  details 
that  pose  nasty  questions  and  set  up  trains  of  uneasy  thought,  and  occa- 
sionally by  what  appear  to  be  dream  phenomena,  also  offered  without  fan- 
fare. His  Paris  scenes  have  the  look  of  nineteenth-century  photographic 
topography,  which  was  a  thriving  business  by  the  1850's,  pushed  several 
steps  further  toward  cinematographic  expression. 

One  reason  for  this  is  that  Meryon  was  color-blind;  he  was  forced  into 
black  and  white.  His  etchings  do  not  have  the  quality  of  a  minor  art  pur- 
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sued  occasionally  by  a  major  painter  in  an  investigative  spirit,  or  of  a  minor 
art  pursued  by  a  modest  talent,  but  of  fiercely  condensed  high  artistic  ef- 
fort. He  had  the  kind  of  vision  that  overloads  the  black-and-white  medium 
so  as  to  wrench  unforeseen  color  out  of  it,  in  ferocious  despite  of  the  ordi- 
nary spectrum.  Such  a  quality  is  what  makes  the  great  black-and-white 
movies  so  compelling,  especially  the  ones  with  urban  settings.  Both  the 
drama  and  the  visual  charm  of  such  films  are  forced  into  a  tonal  vocabu- 
lary; they  show  a  universe  of  chromatic  diversity  channeled  sharply  into  a 
colorlessness  that  nevertheless  seems  complete.  The  colors  are  there;  we 
can  almost  see  them,  because  of  the  intense  pressure  on  the  medium  to  be 
universal. 

Baudelaire  admired  Meryon's  etchings  and  wrote  eloquently  about  their 
modern  romantic  mode  that  made  use  of  scaffolding  and  smoke  as  well  as 
ancient  monuments,  their  paradoxical  bitter  beauty  that  matched  the  mod- 
ern city.  Meryon  showed  a  Paris  not  yet  transformed,  still  punctuated  by 
its  Gothic  buildings  and  small  streets,  not  yet  defined  by  the  huge  boule- 
vards and  broad  spaces  that  were  soon  to  come;  but  he  makes  no  effort  at 
picturesqueness.  This  Paris  is  current;  and  so  are  the  flying  monsters  in 
the  sky,  the  anthropomorphic  clouds,  the  mysteriously  drowning  man,  the 
balloon,  the  threatening  birds.  These  are  modern  fantasies,  similar  to 
Goya's,  devoid  of  formal  reference  to  storybook  horrors  of  the  Gothic  kind, 
visions  almost  unnoticeable  but  spine-chilling. 

Meryon's  morgue  is  a  matter-of-fact  structure,  with  a  plain  modern 
chimney  and  drainpipe,  and  washing  on  a  line  alongside  it;  the  tension  of 
the  scene  in  which  it  figures  is  created  by  the  harsh  shapes  of  plain  build- 
ings in  a  flat  light  that  casts  black  shadows  (14.10).  For  a  moment  these  are 
all  you  see.  Then  the  sense  of  horror  is  fed  as  you  gradually  notice  the  small 
agitated  crowd,  the  men  carrying  the  corpse  while  the  woman  and  child  la- 
ment and  the  police  direct  proceedings.  The  personality  is  entirely  of  the 
scene,  not  the  artist;  we  are  drawn  to  it,  not  his  vision  of  it.  The  graphic 
hand  has  been  withheld,  and  the  glaring  light,  the  anxious  eye,  and  the  infi- 
nite city  have  conspired  to  produce  this  momentary  shudder.  Something 
similar  might  be  said  of  Degas'  brothel  scenes  with  scratching  women  un- 
modified by  graphic  elegance.  Degas,  too,  like  Meryon  and  Manet,  kept  out 
of  the  way  to  let  the  view  speak  and  move  if  it  would. 

Death  and  imminent  death  certainly  compel  attention,  and  a  new  corpse 
or  a  drowning  man  is  a  natural  excitement;  but  what  about  the  monsters  in 
the  sky  over  the  Ministry  of  Marine  (14.11)?  Again  the  scene  is  topographi- 
cal, and  the  armed  flying  fish  are  offered  as  phenomena  just  like  the  build- 
ing; it  looks  like  documentary-style  footage  from  a  science-fiction  film.  The 
curiously  movielike  quality  of  Meryon's  Paris  is  confirmed  by  a  look  at  his 
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bizarre  working  methods.  The  etching  of  the  Pont-au-Changc  went  through 
eleven  states,  and  each  has  a  different  sky,  as  if  a  movie  camera  had  been 
trained  on  the  view  while  the  balloon  rose  and  vanished,  the  clouds  shifted 
and  re-formed  into  figures,  and  the  horrible  Hitchcock  birds  swept  in  and 
away  as  the  moon  emerged — all  while  the  wretched  man  floundered  in  the 
water,  and  those  in  the  boat  failed  to  rescue  him,  and  the  crowd  milled  on 
the  bridge.  Each  repeated  take  is  slightly  different  (14.12-14.15). 

Meryon  worked  from  camera  views,  like  so  many  of  his  painter  contem- 
poraries. He  clearly  saw  what  the  camera  could  do  with  urban  sites  if  it  had 
the  means  to  move;  and  as  a  graphic  artist,  he  did  not  need  to  filter  such  in- 
sight through  painterly  conventions  established  by  Velazquez  or  Vermeer. 
Meryon  went  beyond  painting  and  into  graphic  motion;  he  had  the  topo- 
graphical past  with  which  to  make  cinematic  poetry  out  of  modern  Paris,  a 
Paris  packed  with  dramas,  both  inward  and  external,  none  of  which  stops 
or  may  be  stopped  for.  Degas  and  Whistler,  arriving  on  the  graphic  scene 
about  a  decade  later,  tended  to  rely  on  Rembrandt  for  their  etching  style, 
and  to  keep  graphic  media  allied  to  the  painterly  frame  of  mind;  they  had  a 
disposition  to  use  drawing  and  etching  or  monotype  and  lithograph  as  if 
they  were  kinds  of  paint,  and  paint  a  kind  of  graphic  material.  But  the 
sense  of  city  living  is  the  same,  and  the  aim  to  illuminate  it  in  the  harsh  new 
kind  of  romantic  idiom  in  which  recurrence  plays  a  part. 

Whistler,  having  been  ahead  of  Degas  in  illustrating  modern  living  in  a 
modern  way  early  in  the  1860's,  gave  it  up  for  art's  sake,  moved  to  Eng- 
land, and  largely  withdrew  from  any  dramatic  situations  that  might  occur 
inside  pictures.  His  famous  confrontation  with  Ruskin  in  1877  still  rever- 
berates in  this  century  as  the  moment  when  subject  matter  ceased  to  be  im- 
portant for  serious  art  and  all  who  cared  about  it  in  the  English-speaking 
world.  Whistler  did  much  in  that  world  to  separate  the  illustrative  impulse 
from  the  proper  sphere  of  painting,  and  thus  to  focus  later  attention  on  the 
formal  qualities  of  past  art,  especially  in  England  and  consequently  in 
America.  In  both  nations  he  figures  as  the  spokesman  of  French  theories  of 
modern  painting,  making  them  comprehensible  and  demonstrating  their 
importance. 

At  the  same  time,  he  helped  to  discredit  the  effectiveness  of  illustration 
and  any  direct  play  on  emotional  responses  through  conventional  subject 
matter.  Consequently,  partly  because  of  Whistler  s  influence,  the  camera 
and  all  careful  painting  that  might  suggest  its  more  rigid  or  banal  forms  of 
realism  were  usually  lined  up  in  opposition  to  high  esthetic  considerations. 
The  narrative  capacities  that  might  be  released  by  the  camera  stayed  ob- 
scure, the  property  of  painters  and  graphic  artists  who  embraced  a  sort  of 
underground  romanticism  waiting  for  its  day.  Meanwhile  Whistler  helped 
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14.13  charles  meryon,  The  Pont-au-Change.  Etching,  seventh  stab 


people  in  this  century  to  find  Impressionist  paintings  beautiful,  to  see  a 
new  classicism  in  them,  a  new  unromantic  universality  that  forever  can- 
celed the  opinions  of  their  own  time,  when  they  had  seemed  incoherent,  dis- 
cordant, and  ugly. 

Portraiture  remained  in  the  sphere  of  painting,  despite  the  commercial 
production  of  carte  de  visite  photographs  both  public  and  domestic,  and  of 
portrait  photography.  But  portraiture,  too,  became  a  form  of  illustration  in 
the  hands  of  Degas  and  Fantin  and  others  after  the  1860's,  breaking 
bounds,  coming  closer  to  genre  painting,  making  gestures  toward  cinema. 
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14.14  charles  meryon,  The  Pont-au-Ckange.  Etching,  tenth  state 


14.15    CHARLES  MERYON,    The  Pont-au-Change .  Etching,  eleventh  state 


While  the  stiff  style  of  camera  portraiture  continued,  the  animated  sort  of 
painted  portrait  that  is  itself  a  whole  scene  became  possible.  We  have  seen 
how  Sargent  managed  it,  using  references  to  Velazquez;  but  when  he  was 
still  in  Paris,  his  Madame  X  had  already  gone  well  beyond  old  limits  into 
uncharted  visual  territory,  had  become  illustrative  and  photographic  in  un- 
heard-of ways  (see  1.8). 

Madame  X  has  the  look  of  a  Degas  or  a  Manet,  the  air  of  unrnediated 
confrontation  without  any  softening  drawn  from  familiar  anecdote  or  clas- 
sical sources.  It  is  a  modern  Parisian  picture,  an  erotic  vision  impossible  in 
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England  or  America  at  the  moment,  but  very  similar  to  Manet's  pictures  of 
women — not  exactly  portraits — reading  journals  or  sitting  in  cafes  and 
conservatories,  wearing  cosmetics  and  chic  frills  at  the  neck,  conscious  of 
sexuality  and  reflecting  its  pulse  and  flow,  breathing  faster  as  they  sit 
(14.16).  Or  Madame  X  might  be  the  girl  in  Interior  at  a  later  stage  in  her  ca- 
reer, once  again  looking  away.  The  arm  bent  back  on  the  little  table,  the 
tilted  body  and  turned  head,  the  graphic  black  and  white — all  these  ele- 
ments set  the  image  in  motion,  so  that  it  seems  part  of  an  encounter,  a 
scene  in  a  story;  the  audaciously  vulval  pink  ear  and  the  stark  lack  of  gloves 
or  jewelry  especially  make  the  woman  look  undressed,  even  though  her 
shoulder  strap  is  now  back  in  place.  With  it  fallen,  she  must  have  looked 
much  more  like  a  later  version  of  Degas'  smock-clad,  bare-shouldered  girl. 
The  camera  lurks  in  this  picture,  as  it  does  in  Degas'  haunting  portrait  of 
Henri  De  Gas  and  his  little  niece  (14.17),  or  in  Fantin's  portrait  of  his  two 
sisters  in  black  dresses;  but  it  is  the  camera  of  the  future  rather  than  the 
moment,  the  romantic  narrative  camera  of  the  next  century  (14.18).  By 
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14.17    EDGAR  DEGAS,    Hi  nri  De  Gas  and  His  Mi  a 


contrast,  Corot's  dark  women  sit  in  their  frames  with  an  ancient  painterly 
confidence,  free  of  all  time  and  all  movement,  participating  in  art  alone,  an- 
ticipating only  further  degrees  of  abstraction  as  a  possible  fate. 

Caillebotte  is  a  compelling  painter  of  cinematic  romanticism,  an  admirer 
of  Impressionist  themes  and  achievements  who  nevertheless  remained 
firmly  within  the  world  of  contingency  and  feeling.  Kirk  Varnedoe  has 
compared  him  to  Kakins  for  the  contemplative  look  of  his  indoor  figures, 
whose  thick  thoughts  are  washed  by  thin  city  light  as  they  stand  at  the  win- 
dow. But  Caillebotte,  unlike  Eakins,  did  not  try  for  the  distinctive  rural 
note;  the  city  made  a  new  nature  for  his  eye.  I'nlike  Degas,  he  was  deeply 
interested  in  the  way  buildings,  streets,  and  parts  of  buildings  interact 
with  people's  lives  in  towns,  producing  moving  views  of  the  corners  where 
people  meet  and  part,  setting  up  temporary  viewpoints  from  which  to  gaze 
and  think,  making  environments  for  passing  human  moments  as  if  they  had 
no  other  function.  His  works  dare  to  leave  space  blank,  to  keep  naked  the 
pavement  or  the  carpet  where  the  characters  have  just  walked,  or  will  walk 
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14.18    HENRI  FANTIN-LATOUR,   The  Two  Sisters 


in  a  minute,  or  might  just  think  of  walking,  to  invite  the  unforeseen  and  so 
defy  the  limits  of  the  frame  and  the  old  demands  of  composition. 

Oaillebotte  inherited  Meryon's  Paris,  now  changed  out  of  all  recognition 
from  a  town  of  alleys  and  steeples  into  a  city  of  steel  bridges  and  vast 
plazas,  but  still  deceptive  and  expectant,  bright,  graphic,  and  cruel.  The 
camera  again  looms  large  in  his  scenes,  showing  how  creative  perspective 
might  be  managed  on  its  new  terms.  This  modern  painter  could  use  the  dis- 
tortions often  caused  by  the  camera  to  suggest  the  shift  of  the  eye  and  the 
movement  of  both  thought  and  act,  could  redeem  them  from  looking  like 
technical  faults  in  the  distribution  of  lines  and  volumes.  The  instability 
that  looked  uncomfortable  in  still  photographs  of  streets  was  made  into  a 
virtue,  a  flavor  of  the  unaccountable  kind  of  dramatic  truth  that  movies 
deal  with  (14.19).  Caillebotte  is  another  painter  who  seized  on  the  camera's 
cinematic  destiny  instead  of  automatically  subordinating  photography  to 
the  future  of  painting;  and  he  had  a  monochromatic  sensibility,  too,  a  sense 
of  the  human  magic  to  be  made  with  the  simplest  motion  of  light,  and  mys- 
tery with  a  screen  full  only  of  shifting  known  quantities. 

In  The  Luncheon,  the  light  from  the  window  at  the  back — that  old  Dutch 
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14.1!)    GUSTAVE  CAILLEBOTTE,    Paris  Street;  Hainy  Weather 


device — is  broken  as  it  approaches  us  by  the  terrifying  troop  of  glass  ves- 
sels on  the  table  (14.20).  These  are  marshaled  between  the  people,  whose 
rather  uncertain  edges  are  outlined  by  a  far  more  tentative  caress  of  the 
same  light.  We  can  see  that  it  is  glass  that  counts  out  loud,  that  endures 
and  stands  up  in  the  sun,  that  cuts  the  air  with  decision  and  bright  order. 
Humans  are  fragile  crumbling  matter,  distinguished  only  by  a  hidden  sen- 
tience (sharp  as  glass)  that  light  must  creep  and  probe  to  find. 

This  table  scene  makes  a  wonderful  contrast  to  The  Floor  Scrapers, 
partly  because,  although  the  bare  floor  and  half-naked  workmen  differ 
grossly  from  the  overdressed  lunchers  at  their  overdressed  table,  the  picto- 
rial romanticism  is  the  same.  The  artist  has  personally  withdrawn  from  edi- 
torial commentary,  so  as  to  allow  the  scene  to  seem  conjured  by  chance  and 
to  make  its  own  demand  on  the  viewer,  one  that  hooks  him  and  engages  him 
in  a  question,  a  Line  of  thought,  a  situation,  without  actually  telling  him 
anything.  In  both  paintings  the  muted  color,  the  abrupt  perspective,  the 
back  lighting,  and  the  poignant  juxtaposition  of  assertive  inert  things  and 
modest  living  flesh  are  the  same,  and  do  the  same  kind  of  emotional  work. 
In  both,  the  Dutch  tradition  is  as  strong  a  presence  as  the  camera,  espe- 
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14.20   GUSTAVE  CM  lle  BOTTE  ,   The  Luncheon 


cially  the  tradition  of  reticent  artists  such  as  Janssens  Elinga,  Boursse, 
and  Vrel,  who  so  unassumingly  offered  their  visual  sympathy  to  people 
moving  through  rooms  and  things,  or  streets  and  light. 

Nothing  is  stated  in  the  lunch  painting  about  the  young  man  who  ducks 
his  head  to  cut  his  meat  and  the  old  woman  being  served  by  the  old  butler, 
or  about  us  sitting  in  our  place  and  feeling  all  the  obscure  violence  of  quiet 
family  meals.  But  just  as  in  movies,  the  shot  begins  to  tell  the  story  while 
the  people  in  it  and  those  watching  are  still  unaware  there  is  one.  The  laden 
but  austere  black  table,  the  bright  daylight  kept  at  bay  by  curtains  and  the 
rituals  of  food,  the  few  silent  dim  persons,  and  the  eloquent  company  of 
shiny  objects  are  being  discovered  to  have  meaning  as  we  watch,  neither  ar- 
ranged to  fit  an  idea  nor  allowed  to  mean  nothing. 

The  awkward  perspective,  here  used  indoors  instead  of  in  the  street,  fur- 
ther shows  how  Caillebotte  brought  phenomena  created  by  the  camera  to 
bear  directly  on  the  creation  of  atmosphere.  The  optical  imbalance  that 
feeds  the  mood  of  family  anxiety  and  sadness  in  this  picture  is  like  the  kind 
later  produced  by  camera  motion  for  the  same  purpose — the  distant  lady 
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seems  to  pull  farther  back,  the  crystal  to  march  forward  and  keep  us  from 
her,  the  carafe  to  swell  as  it  guards  the  nearby  youth  from  our  interfering 
interest.  It  is  like  a  scene  from  a  Bergman  movie.  The  stretch  of  floor  to  the 
right  shows  the  path  the  butler  always  takes;  there  is  none  on  the  left,  and 
so  we  know  he  will  not  walk  around  that  way. 

There  is  a  certain  stiffness  and  simplicity  in  Caillebotte's  painting  tech- 
nique that  keeps  him  well  away  from  the  brilliant  sketchiness  of  the  Im- 
pressionists and  from  the  visibly  brushed  structures  of  Cezanne.  He  goes 
against  the  modernity  of  The  Sketch  as  the  new  conveyor  of  painterly 
genius,  in  which  the  paint  shows  its  sovereignty.  The  painterly  means  by 
which  the  image  has  taken  shape  have  been  tamed  and  flattened,  subdued 
as  if  the  artist  kept  from  showing  off  with  either  an  old-fashioned  high 
"finish"  or  a  modish  brushy  style.  Oaillebotte  insists  on  keeping  the  paint 
itself  neutral  and  merely  useful  for  filtering  the  precise  quality  of  the  image 
he  wants  to  summon. 

This  method  gives  his  work  the  uneven  texture  so  common  in  many  cine- 
matic paintings,  as  if  the  artist  ignored  the  demands  of  the  surface  so  as  to 
plunge  straight  past  it.  Degas  did  the  same  thing,  using  a  variety  of  media 
that  all  produce  fluctuations  of  the  rough  and  smooth  across  the  picture, 
which  in  turn  is  held  together  only  by  the  exact  magic  of  its  fragmented 
and  tantalizing  subject.  Fantin,  another  camera-struck  painter,  adopted  a 
great  modesty  of  surface  for  his  flower  paintings  and  portraits,  in  both  of 
which  he  managed  a  transcendent  cinematographic  presence — the  flowers 
visibly  breathe  and  wilt,  the  people  brood  and  wait  (14.21-14.23).  For  his 
Wagnerian  fantasies,  however,  Fantin  did  take  up  the  painterly  sketch, 
staying  on  the  surface  and  quite  abandoning  the  depths  of  the  mirror. 
These  "illustrations"  therefore  are  far  less  illustrative  than  the  portraits 
and  still-lifes. 

We  can  see  how  cinematic  painters  by  the  late  187()'s  in  France  had  fi- 
nally come  under  the  influence  of  actual  photography,  besides  learning 
from  Goya  and  Vermeer  and  Chardin.  They  had  begun  to  foreshadow  film 
explicitly  by  making  use  of  resources  the  camera  had  revealed  that  were  not 
of  value  to  the  new  practitioners  of  commercial  portraiture  and  topography, 
and  that  were  also  not  interesting  to  the  French  architects  of  modern 
painting:  Monet  and  Renoir,  Van  Gogh,  Gauguin,  and  Cezanne.  Unlike 
these  artists,  they  were  early  pioneers  of  an  illustrative  form  yet  to  come, 
which  would  hang  on  the  unpainterly  modernity  of  the  camera,  the  handless 
eye. 

The  romantic  quest  for  some  unattainably  true  mirror  of  common  fan- 
tasy could  be  fully  satisfied  only  after  actual  cinema  had  passed  through 
its  introductory  stages  and  manifested  its  visual  power  over  modern  life. 
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14.21    HENRI  FANTI  N  -  LAT()  r  R  ,    Port rail  <>(  Mr.  and  Mrs.  Edwin  Edwards 

Only  then  might  the  works  of  Manet,  Degas,  and  Caillebotte  retrospec- 
tively look  like  real  and  natural  visions  of  Parisian  life,  recognizably 
charged  with  ambiguous  modern  narrative,  illustrations  of  the  highest 
order.  Their  strangeness  in  their  own  time,  which  came  from  their  unlike- 
ness  to  familiar  painting,  has  now  been  washed  away  by  our  informed 
movie-vision,  as  well  as  by  a  schooled  understanding  of  modern  art  that  has 
also  taught  us  to  view  them  as  examples  of  detached  painterly  achievement. 

Far  to  the  north,  the  use  of  light  characteristic  of  traditional  Northern 
painting  had  continued  in  the  work  of  nineteenth-century  Scandinavian 
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14.22    HENRI    FANTIN-LATOl'R,  Spriny 
Flowers,  Apples  and  Pans 


14.23    HENRI  FANTIN-LATOUR,   Still  Life,  Corner  of  the  Tabh 
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painters,  several  of  whom  produced  startlingly  cinematic  images  without 
benefit  of  the  Parisian  milieu  and  its  critics  or  its  search  for  new  illumina- 
tions. These  Scandinavian  artists  have  been  judged  according  to  their 
proximity  to  Impressionism,  Symbolism,  or  Expressionism,  since  they 
could  not  claim  a  central  contribution  to  nineteenth-century  imagery,  and 
many  of  them  did  travel  and  study  in  other  parts  of  Europe;  but  one  or  two 
seemed  to  leap  effortlessly  into  the  modern  movie  mode  on  their  own. 

Among  these,  the  Danish  artist  Vilhelm  Hammershoi,  who  was  a  student 
at  the  Copenhagen  Academy,  just  as  Friedrich  had  been  a  century  earlier, 
seems  to  have  swallowed  whole  the  German  Romantic  aims  of  1800,  and 
translated  them  directly  into  film  without  consciousness  of  intervening  ar- 
tistic stages.  His  views  of  spare  interior  spaces  with  an  occasional  female 
figure  seen  from  the  back  sharply  recall  similar  Friedrich  themes — too 
sharply,  perhaps;  they  look  quite  contrived  in  their  studied  melancholy 
(14.24).  They  lack  the  diurnal  quality  of  the  sadness  in  Fantin  or  Caille- 
botte,  or  indeed  in  Friedrich;  but  they  do  seem  to  foreshadow  the  Nordic 
cinema,  with  its  slow-moving  revelations  of  existential  despair.  Similarly, 


14.24    VILHELM   HAMMERSHOI,   Interior  with 
Seated  Woman 


the  huge  Five  Portraits  with  its  grim  group  of  men  around  a  candlelit  table 
resembles  nothing  in  art  so  much  as  it  looks  ahead  to  murky  rooms  in 
Dreyer  films  (14.25).  Scandinavian  movies  continue  another  theme  ex- 
plored by  the  painters  of  these  regions,  that  of  moving  water.  Many  can- 
vases contain  nothing  but  the  mesmerizing  ripples  of  a  stream  or  fjord, 
occasionally  interrupted  by  one  stone  or  thin  branch,  a  surging  flood  ready 
to  drown  us  if  we  want. 

The  Scandinavian  nineteenth-century  realist  painters  have  had  to  wait 
for  Scandinavian  cinema  to  claim  them  and  set  them  in  motion,  to  show  the 
world  what  they  could  have  done  if  film-making  had  been  open  to  them,  to 
put  them  on  the  international  artistic  map.  The  paintings  themselves  are 
often  purely  depressing,  unlit  by  any  hope  of  futurity  despite  all  their  un- 
earthly winter  light. 


FIFTEEN 
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JLHE  MOVIES  began  nearly  simultaneously  in  several  coun- 
tries during  the  last  decade  of  the  nineteenth  century.  Their  abrupt  rise 
suggests  that  the  need  to  invent  them  was  universally  felt  at  the  same  mo- 
ment, and  it  is  not  hard  to  see  why.  Between  the  1840's  and  the  1890's, 
while  two  generations  of  the  public  had  been  getting  used  to  camera  vision, 
they  were  also  getting  used  to  greater  naturalism  and  more  sensation  in 
stage  productions,  and  to  a  fresh  abundance  of  printed  illustrative  mate- 
rial. This  was  also  increasingly  realistic  and  increasingly  dependent  on 
camera  conventions  for  reality,  especially  in  America.  Longing  for  the  next 
step  was  inevitable,  the  desire  to  see  illuminated  by  camera  magic  what  now 
appeared  on  the  stage  or  the  page,  to  see  romanticized  even  further  both 
the  new  documentary  mode  in  pictures  and  the  new  drama  of  visual  fan- 
tasy. In  Europe,  the  decline  of  romanticism  in  art  increased  the  need  to 
find  new  media  for  a  realism  suitable  to  ambiguous  modern  feelings. 

In  France,  long  before  painters  like  Degas  took  on  photography's  chal- 
lenges and  appeared  to  move  in  cinematic  directions,  early  connections 
were  made  between  the  camera,  the  stage,  and  traditional  Romantic  paint- 
ing. These  links,  too,  suggest  an  emergent  need  for  cinema — which,  like  the 
camera,  was  officially  born  in  France,  although  its  early  life  occurred  in 
several  places.  The  early  impulse  to  invent  movies  is  embodied  in  the  per- 
son of  Daguerre,  one  of  the  inventors  of  photography  during  the  late 
1820's  and  1830's,  who  was  famous  not  only  as  a  Romantic  landscape- 
painter  but  as  a  stage  designer  and  as  the  creator,  in  1822,  of  the  cele- 
brated diorama.  This  last  was  the  same  one  that  appeared  a  year  later  in 
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London,  pirating  the  works  of  John  Martin  and  causing  a  great  sensation 
with  its  "dissolving  views." 

Daguerre  was  clearly  interested  in  harnessing  the  emotional  impact  of 
light  in  some  way  beyond  the  reach  of  contemporary  art  and  theater.  His 
settings  and  paintings  are  charged  with  drama  in  much  the  same  way  as 
those  of  Schinkel  and  other  Germans,  with  towers  silhouetted  against 
moonlight  and  many  eerie  shadows;  but  he  seems  to  have  needed  actual  il- 
lumination— real  light,  first  manufactured  on  the  stage  or  in  the  diorama, 
and  finally  seized  from  the  sun  itself  by  the  camera.  Except  for  the  shifting 
scenes  of  the  diorama,  actual  movement  was  beyond  his  reach;  he  had  to 
settle  for  the  motion  that  the  clever  use  of  light  can  set  up  in  the  viewer's 
responses  (15.1). 

All  this  represents  a  romantic  sort  of  wish  that  cinema  might  exist,  when 
it  was  still  only  being  approximated  in  pictures  or  stage  pictures.  In  the 
field  of  nineteenth-century  French  popular  graphics,  the  figure  most  asso- 
ciated with  cinematic  fantasy  is  (Justave  Dore,  who  was  born  after  Da- 
guerre's  invention  of  the  early  Romantic  camera,  and  so  already  several 


1  f) .  1    LOUIS  DAGUERRE,    The  Ruins  of  I  lot  ly  rood  Ch  a  pel 
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steps  nearer  to  the  realizations  movies  could  offer.  Although  it  was  Meryon 
who  grasped  what  cinema  might  be  like,  in  his  peculiar  graphic  renderings 
of  ordinary  urban  atmosphere,  Dore  invented  an  everyday  brand  of  fantasy 
as  effective  as  Disney's,  and  rather  similar.  His  contribution  lay  in  the 
realm  of  book  illustration;  and  by  the  time  he  died  in  the  1880's  he  had  pro- 
duced a  whole  storehouse  of  imagery  for  the  later  cinema  to  tap.  His  visual- 
izations of  fairy-tale  characters,  of  Don  Quixote,  the  Ancient  Mariner,  and 
scenes  from  Milton  and  Dante  are  still  relied  on  by  production  designers, 
although  his  artistic  talent  is  usually  held  in  rather  low  esteem.  His  paint- 
ings are  uninteresting;  but  he  had  a  magnificent  gift  for  sensational  com- 
position in  black  and  white,  based  on  spatial  depth  and  light  rather  than  on 
detail  and  line  or  abstract  surface  interest,  as  if  he  were  conceiving  film 
frames.  And  like  the  old  illuminations,  Dore's  pictures  were  offered  in 
books,  personally  aimed  at  each  viewer.  What  they  lack  in  action  they  make 
up  for  in  satisfying  stolid  realism — visions  and  monsters  look  feasible,  as  if 
designed  so  that  a  studio  workshop  could  handle  them  (15.2,  15.3). 


15.2    gustave  DORE,   "The  Gnarled  Monster." 
Illustration  for  The  Legend  of  Croquemitaine 
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15.3  gustave  dore,  "The  Fall  of  Satan." 

186H.  Illustration  for  Milton's  Paradise  Lost 


Dore  was  greatly  loved  for  generations — people  felt  comfortable  visual- 
izing fantastic  things  in  his  essentially  undisturbing  style.  It  was  family 
entertainment;  and  Dore  certainly  made  an  important  and  liberating  con- 
tribution to  the  movies  of  later  days,  including  animated  cartoons.  His 
other  interesting  influence  was  upon  Van  Gogh,  a  Northern  graphic  genius 
who  could  grasp  the  true  core  of  feeling  in  Dore's  scenes  of  the  London 
poor.  They,  too,  are  cinematic,  relying  on  chiaroscuro  for  emotional  effect 
and  otherwise  allowing  sober  fact  to  speak  for  itself.  Dore  cannot  qualify  as 
a  great  artist,  but  he  was  a  French  proto-film-maker,  a  proleptic  genius  who 
could  suggest  the  right  graphic  future  for  Romantic  art. 

The  very  earliest  French  experiments  with  actual  cinema  were  far  from 
romantic.  The  Lumiere  brothers,  taking  off  from  Edison's  inventions  of  a 
few  years  before,  invented  the  Cinematographe  in  the  mid-1 890's,  a  sort  of 
camera  and  projector  in  one.  Not  having  anything  to  do  with  art  or  theater, 
they  made  short  films  of  ordinary  events  and  showed  them  in  theaters  as  a 
novelty,  to  increasingly  large  audiences.  Their  greatest  contribution  was  in 
distributing  knowledge  and  experience  of  their  enterprise  to  the  general 
public,  not  just  in  Paris  but  in  many  countries.  Creative  drama  and  fantas- 
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tic  imagery  were  first  undertaken  only  a  year  or  two  later  by  Georges 
Melies,  who  made  comic  fictions  based  on  entirely  invented  scenery  and  sit- 
uations celebrating  the  capacities  of  cinema  to  do  the  impossible  and  be 
like  dreams.  Using  painted  fantasy  sets  and  trick  photography,  Melies 
began  the  deliberate  control  of  the  photographed  environment  that  was 
later  developed  in  Germany  for  The  Cabinet  of  Dr.  Caligari  and  other  films, 
a  movement  that  paralleled  the  Surrealist  and  Expressionist  impulses  aris- 
ing in  other  European  visual  art,  more  and  more  at  odds  with  straightfor- 
ward naturalism  and  old-fashioned  romanticism. 

Early  European  film  continued  to  be  allied  to  movements  in  art  more 
than  any  American  productions  were.  Following  the  example  of  European 
avant-garde  theater  and  painting,  film-making  first  appealed  as  a  new  es- 
thetic departure  in  the  general  modern  tradition  of  innovation,  as  photog- 
raphy had  done  decades  before,  and  appealed  to  educated  audiences.  But 
since  American  movie-making  began  firmly  as  a  part  of  the  popular- 
entertainment  business,  it  rightly  continued  to  rely  on  old  successful  for- 
mulas drawn  from  theater  and  illustration  rather  than  joining  the  Euro- 
pean pictorial  avant-garde.  Only  somewhat  later,  after  Griffith  had 
demonstrated  how  ordinary  popular  melodrama  could  be  made  into  great 
romantic  art  through  the  alchemy  of  cinema,  could  European  movies  return 
to  realism  for  expressive  purposes,  and  French  film  begin  to  recover  the 
romantic  spirit  of  Daguerre  and  Dore.  Similarly,  after  certain  ambitious 
European  movies  appeared  in  this  country,  American  movies  began  to  ex- 
pand their  visual  and  emotional  flavors. 

But  American  movies  were  romantic  to  begin  with,  although  the  earliest 
films  were  also  essentially  documentaries:  short  records  of  arriving  boats 
or  departing  trains  demonstrating  the  magic  of  the  moving  picture  in  every- 
day terms.  The  romance  of  the  ordinary  was  built  into  the  American  paint- 
erly tradition  already,  and  into  its  pictorial  fantasy,  so  much  of  which  had 
come  into  existence  via  the  empirical  German  brand  of  Romanticism.  The 
earliest  American  film  narratives  were  also  naturalistic  episodes,  comic  or 
thrilling  or  sentimental,  enhancing  the  documentary  style  with  fictional 
excess. 

The  famous  Great  Train  Robbery  of  1903  was  the  first  in  a  still-endless 
series  founded  on  amazing  adventures  that  erupt  in  banal  and  boring  sur- 
roundings. Westerns  are  only  one  variation  of  the  theme;  it  is  a  constant  in 
American  fiction  and  certainly  in  such  American  paintings  as  Homer's  The 
Life  Line,  for  example.  In  American  movies,  essentially  uninteresting 
urban  and  rural  life  has  been  the  background  for  violent  dramas  of  crime 
and  disaster,  and  of  both  comic  and  tragic  madness;  cinema  became  the 
best  vehicle  for  such  fictions,  since  it  could  carry  ordinary  visual  realism  so 
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much  further  than  stage  designers,  or  the  most  skillful  illustrator  of  the 
everyday — further  than  anyone,  that  is,  except  a  great  painter. 

But  the  example  set  by  painters  could  be  followed  only  much  later  in  the 
history  of  American  film,  after  lessons  in  psychological  atmosphere  had 
been  learned  from  more  sophisticated  film-makers  in  Europe,  Russia,  and 
Japan,  and  after  American  geniuses  with  the  stature  of  Griffith  (Orson 
Welles  being  the  prime  example)  had  helped  to  push  the  cinematic  medium 
itself  toward  greatness  along  American  paths.  Paintings,  the  "cinematic" 
kind  that  I  have  been  tracking,  were  already  a  source  for  illustrators;  but 
only  when  American  movies  began  to  outstrip  illustration  did  they  find 
themselves  right  back  in  painterly  territory,  confronting  the  same  problems 
of  how  to  render  continuing  drama  inside  a  frame  in  terms  of  immediate 
phenomena.  Such  a  similarity  between  painters'  and  film-makers'  problems 
was  not  recognizable,  however,  in  the  context  of  American  popular  show 
business. 

The  movies  were  nevertheless  bound  to  be  an  American  specialty  because 
of  the  very  nature  of  American  romantic  visualization,  not  just  because  of 
the  American  talent  for  commercial  production  and  distribution  or  the 
American  need  for  widespread  popular  entertainment.  At  the  turn  of  the 
century,  David  Belasco  had  done  in  the  United  States  what  Irving  had  been 
doing  in  London,  creating  sensationally  detailed  and  thrilling  stage  pre- 
sentations at  vast  expense,  with  strong  reliance  on  known  illustrative  mate- 
rial. But  his  themes,  in  the  American  mode,  included  modern  situations 
and  mundane  settings,  waterfronts  and  mine  shafts,  sleazy  streetcorners 
and  saloons,  besides  legendary  temples  and  medieval  tombs.  And  he  set  a 
standard  for  stage  realism  in  America  that  was  very  hard  to  meet  for  the 
traveling  companies  that  specialized  in  bringing  realistic  melodrama  to 
provincial  communities — the  sort  of  group  for  which  Griffith  had  origi- 
nally worked. 

A.  Nicholas  Vardac  has  described  how  many  elaborate  productions, 
made  famous  in  cities,  were  severely  reduced  and  mutilated  by  the  limita- 
tions of  provincial  stages,  where  old-fashioned  suspension  of  disbelief  was 
still  required.  What  could  not  be  done  in  the  way  of  sensational  illusion  by 
a  theatrical  road  company  could  be  done  in  a  movie,  however;  and  the  film 
could  offer  an  even  better  version  of  the  mine,  the  saloon,  the  windswept 
cliff,  the  daring  rescue.  It  is  easy  to  see  how  movies  followed  neatly  in  the 
footsteps  of  popular  theater  all  over  the  country.  It  is  less  easy,  perhaps,  to 
see  their  visual  antecedents  in  the  sorts  of  illustration  that  were  inspiring 
the  stage,  and  which  could  inspire  film  even  more,  eventually  leading  it  fur- 
ther into  the  domain  of  painting  than  the  stage  could  ever  go. 

The  very  realism  of  much  pictorial  material  in  turn-of-the-century  Amer- 
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If). 4    kenyon  COX,  "Lodgers  in  a  crowded  Bayard  Street  tenement — 
'Five  Cents  a  Spot."  "  \HH1.).  Illustration  in  Scribntr's  Monthly  Magazine, 
after  a  photograph  from  Jacob  Riis'  How  the  Other  Half  Lives. 


ican  papers  and  magazines  makes  it  seem  unremarkable,  and  not  especially 
painterly.  It  looks  more  like  failed  photography,  even  though  the  basic 
methods  derive  from  Northern  "photo-graphic"  painting.  Illustrations 
were  printed  in  conjunction  with  actual  photographs  and  with  the  same  re- 
productive techniques;  and  many  documentary  drawings  were  made  di- 
rectly from  photographs,  using  their  casual  groupings  and  lighting  (15.4). 
But  at  the  same  time  the  illustrations  of  Charles  Dana  Gibson  and  Howard 
Chandler  Christy,  for  example,  seem  like  animated  Sargent  portraits,  still 
carrying  his  debt  to  Velazquez  and  Manet  and  ultimately  to  Rembrandt's 
dramatic  chiaroscuro  (15.5).  The  placement  of  figures,  many  seen  from  the 
back,  and  the  light  source  inside  the  composition  share  with  the  Paget 
"Sherlock  Holmes"  illustrations  a  resemblance  to  Menzel's  Frederick 
series  from  fifty  years  before,  which  in  turn  derive  ultimately  from  Rem- 
brandt even  while  they  resemble  storyboards,  or  frames  from  movie  melo- 
drama (15.6,  15.7). 

The  debt  owed  to  serious  painting  by  popular  illustration,  and  by  the 
film  that  stemmed  from  it,  is  in  fact  hard  to  see  at  first  glance,  because  the 
chiaroscuro  mode  of  realism  modernizes  as  it  goes  along.  The  same  atmos- 
pheric, emotional  arrangements  created  by  light  and  shade  and  deep  focus 
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will  render  up-to-date,  current  dress  and  detail  as  realistically  as  Biblical 
or  medieval  costume  and  circumstance  (15.8).  The  style  of  art  is  intended 
primarily  to  suggest  the  actual  experience  of  the  passing  moment,  and  so 
the  style  itself  is  not  formally  archaized  or  classicized.  Therefore  a  maga- 
zine ad  or  a  film  frame  resembling  a  Rembrandt  may  show  a  hotel  lobby  in 
1924,  with  no  references  to  the  seventeenth  century,  just  as  Menzel's  illus- 
trations for  Frederick's  life  make  no  effort  to  suggest  eighteenth-century 
Rococo  art  and  also  resemble  Rembrandt.  And  Rembrandt,  for  his  part, 
made  Biblical  costume  take  the  same  shapes  and  fill  up  space  the  same  way 
as  his  modern  dress,  just  as  the  movie  camera  does. 

The  alternative  decorative  and  calligraphic  mode  in  illustration,  the  one 
that  derives  from  Botticelli,  Greek  vases,  and  other  exquisite  linear 
models,  did  appear  in  equal  profusion  in  advertising  and  poster  art  at  the 
turn  of  the  century,  wrought  into  the  fashionable  Art  Nouveau  forms  that 
were  even  more  current  in  Europe.  This  illustrative  style  relies  on  classi- 
cizing and  archaizing,  and  on  the  use  of  stylistic  allusion  to  past  art.  In 
magazine  art,  such  a  style  was  rarely  used  for  fiction  and  satire,  which  de- 
manded the  realism  of  the  immediate  moment  rather  than  a  precise  mo- 
dishness  of  shape  and  line.  Pictures  that  told  a  story  or  suggested  a  tense 
or  comic  situation  held  to  the  chiaroscuro  method  of  rendering  and  to  the 
deep-focus  Dutch  style  of  composition,  often  complete  with  the  window, 


If).:")  HOWARD  chandler  CHRISTY,  "Her  husband  and  I  turned  on 
her  together."  Illustration  in  Scribner's  Monthly  Maaazine,  December  1900 
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15.6   CHARLES  dana  GIBSON,  "Stage-Struck."  Illustration  in  Collier's 

Weekly,  March  1905 


15.7  Still  from  You  and  Me,  1938 
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If). 8  J.  HENRY,  "You  nervy  little  devil,  you!" 
Illustration  for  Edna  Ferber's  Fanny  Hnstlf,  1!(17 


t lit*  table,  the  character  seen  from  the  rear,  the  dramatic  repoussoir,  and 
the  play  of  light  on  mobile  fabric.  And  all  this  material  found  its  way  natu- 
rally into  the  movies,  where  the  camera  could  do  it  by  nature. 

And  so  American  commercial  movies,  although  they  were  not  competing 
with  the  high  artistic  standards  set  in  Europe  early  in  cinematic  history, 
nevertheless  followed  in  a  respectable  graphic  path,  with  august  if  unno- 
ticeable  painterly  antecedents.  Many  Hollywood  productions  were  indeed 
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admired  in  art-conscious  Europe  for  the  way  they  looked,  much  more  than 
they  were  respected  in  the  United  States;  and  American  movie-goers,  think- 
ing of  foreign  films  as  artistic  and  their  own  as  purely  commercial,  never 
got  to  see  the  huge  amount  of  bad  commercial  cinema  turned  out  in  other 
countries  in  imitation  of  ours  and  not  exported.  Hindsight  has  lately  recap- 
tured the  Hollywood  corpus  and  now  permits  us  to  make  every  kind  of  dis- 
tinction among  its  works;  and  to  compare  them  appropriately  with  foreign 
material,  old  and  new. 

It  was  in  fact  the  esthetically  alert  French  who  first  convincingly 
pointed  out  to  Americans  that  their  popular  films  could  be  seriously  con- 
sidered as  works  of  art,  that  they  were  poetic  and  suggestive,  with  mythic 
overtones  conveyed  in  their  own  stylized  format,  which  had  an  undeniable 
graphic  authenticity:  American  film  noir  is,  after  all,  a  French  invention  of 
the  Second  World  War.  Only  since  then  has  The  Whole  Art  of  Film,  defined 
by  a  new  criticism  that  submits  movies  to  one  comprehensive  set  of  stan- 
dards, come  gradually  into  existence.  We  are,  in  fact,  returning  to  the  very 
earliest  and  truly  international  conditions  of  film-making. 

Against  the  present  background  of  enlarged  awareness,  we  can  see  the 
purely  pictorial  sources  of  American  Hollywood  movies,  along  with  those 


15.9   FREDERIC  remington,  "Long  sat  waiting  for  an  answer." 
Photogravure  from  a  monochrome  painting.  1892.  Illustration  for  Longfellow's 

The  Song  of  Hiawatha 
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much  more  overtly  and  consciously  tapped  by  film-makers  in  other  coun- 
tries, who  felt  more  allied  with  artistic  aims.  One  important  source  for 
Westerns,  for  example,  has  been  the  paintings  and  illustrations  of  Frederic 
Remington,  who  in  himself  bridged  the  gap  between  serious  painting  and 
commercial  art.  He  represents  the  means  by  which  movies  were  able  to  use 
painterly  convention  without  seeming  to. 

Remington  was  born  in  1861  in  upstate  New  York,  the  son  of  a  Civil  War 
cavalry  officer  who  later  became  a  newspaper  publisher,  and  he  was  trained 
at  the  Yale  Art  School.  He  went  out  west  after  his  father's  death  to  seek  his 
fortune  as  a  sheep  farmer  and  only  gradually  abandoned  farming  for  a  ca- 
reer as  a  pictorial  journalist  devoted  to  the  romantic,  vanishing  Old  West. 
His  early  sketches  were  awkward,  and  redrawn  by  more  skillful  artists  to 
prepare  them  for  reproduction.  But  he  undertook  more  training  at  the  Art 
Students  League  in  New  York  after  returning  east,  having  shipped  home 
quantities  of  Western  gear  and  paraphernalia  to  furnish  him  with  further 
details  for  the  "Western"  pictures  and  sculptures  that  he  had  managed  to 
make  a  successful  specialty. 

Remington  was  a  thorough  Easterner  who  deliberately  mythologized  the 
West  in  the  new  documentary  tradition  now  deemed  necessary  for  visual 
fiction,  showing  a  real  Hollywood  spirit  before  the  fact.  Eventually,  by  the 
1890's,  he  was  making  use  of  Muybridge's  motion  studies  of  the  horse, 
translating  them  into  illustrative  language  and  making  horses  familiar  to 
everyone  in  the  Romantic-Realist,  cinematic  terms  that  replaced  the  old 
idealized  engraved  style,  in  which  the  "flying  gallop"  had  figured.  Estelle 
Jussim  has  described  how  pictures  based  on  photographic  renderings  grad- 
ually replaced  these  conventions  everywhere  in  the  documentary- 
illustration  business,  because  new  processes  made  a  printed  and  repro- 
duced photograph  look  very  much  like  a  printed  and  reproduced  painting 
that  had  been  specially  done  to  ljook  like  a  photograph.  The  technologies  of 
reproduction  made  painting  and  photography  into  a  single  illustrative  en- 
terprise (15.9,  15.10). 

The  camera  had  become  the  desirable  vehicle  of  truth  by  1880;  all 
printed  illustrations  pretending  to  show  what  anything  was  really  like — 
whether  imagined  historical  moments  or  current  events — could  be  convinc- 
ing only  if  they  appeared  in  the  sort  of  rendering  that  resembled  printed 
photographs.  Remington  did  scores  of  such  pictures  of  the  Old  West,  some 
based  on  actual  photographs,  some  invented;  and  many  of  his  paintings 
were  done  it)  monochrome  to  begin  with,  to  aid  the  reproducing  process. 
Some  of  his  imagined  renderings  of  various  current  events,  such  as  Teddy 
Roosevelt's  campaigns  in  Cuba,  were  printed  side  by  side  with  photo- 
graphs; and  one  can  see  a  new  world  of  documentary-romantic  visualization 
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15.10   FREDERIC  REMINGTON,  "Branding  a  Calf."  Process-engraving 
from  an  ink  drawing  based  on  a  photograph  by  Theodore  Roosevelt. 
Illustration  in  Century  Magazine,  April  1888 
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15.12    HOWARD  PYLE,   "In  the  Presence  of  Washington." 
Illustration  in  Century  Magazine,  April  1897 


gradually  taking  shape  in  American  popular  magazines,  during  t he  same 
decades  when  movies  began  (15.11). 

Facial  types,  bodily  attitudes,  groupings,  and  lighting  might  thus  be  cre- 
ated by  an  academically  trained  artist  such  as  Remington  or  his  contempo- 
rary Howard  Pyle,  who  would  have  absorbed  the  lessons  of  Gerome  and 
Meissonier  as  well  as  those  of  Velazquez  and  Goya,  and  translated  them 
into  the  new,  popular  graphic  camera  language  to  match  real  photographs 
(15.12). 
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Glossy,  decorative  illustration  was  a  somewhat  different  matter,  more 
self-evidently  connected  to  artistic  sources;  but  when  realism  was  the 
mode,  as  with  Gibson  or  Christy  or  James  Montgomery  Flagg,  the  effect 
was  similar.  Cinema  simply  took  over  the  conventions  and  set  them  in  mo- 
tion. This  couldn't  have  been  done  with  direct  references  to  Vermeer  or 
Goya,  because  such  allusions  would  either  not  register  or  seem  ludicrous; 
but  indirectly,  the  basic  ways  to  fill  a  frame  with  action  and  feeling  came 
from  such  early  inventors  of  the  cinematic  method,  filtered  through  their 
interpreters  in  the  illustration  business. 

It  is  very  important  to  note  that  during  these  same  decades  the  great 
and  not-so-great  art  of  the  past  also  came  to  be  generally  available  through 
photographic  reproduction.  Therefore  it,  too,  entered  the  general  pictorial 
theater  of  popular  life  in  the  same  photo-graphic  medium  that  was  slowly 
taking  over  the  representation  of  ordinary  reality.  The  history  of  art  even- 
tually "got  into  the  movies"  because  the  reproductive  still  camera  encom- 
passed it  first,  forcing  past  art  to  share  in  the  documentary  spirit  of  the 
new  photographic  romanticism.  Instead  of  being  reproduced  in  the  form  of 
engraved  "fine  prints,"  of  which  the  technical  finish  could  be  admired  for 
itself  and  form  a  mediating  veil  between  the  original  picture  and  the  con- 
noisseur, paintings  came  straight  at  the  ordinary  viewer  from  the  pages  of 
a  book  or  magazine  as  if  untranslated.  They  were,  of  course,  reduced  in 
scale,  cut  down  to  size,  forced  into  submission  in  a  different  way;  but  that 
put  them  into  new  competition  with  camera-based  popular  graphics;  and  it 
put  those  popular  graphics  into  competition  with  them. 

Paintings  were  also  naturally  offered  in  black  and  white,  like  so  much 
other  illustrative  material,  and  thus  joined  with  the  rest  of  it  to  create  the 
visual  matrix  for  the  cinema.  They  helped  to  set  the  standard  for  how  to 
show  a  cavalry  charge,  how  to  dress  a  Byzantine  empress,  or  how  to  deco- 
rate the  interior  of  an  eighteenth-century  boudoir,  how  to  show  terror  and 
pity  or  spiritual  aspiration  with  gesture  and  facial  expression — all  without 
color.  Conscious  borrowing  straight  from  theatrical  convention  for  many 
such  elements  was  clearly  necessary  to  the  success  of  early  movies,  since 
they  arose  in  competition  with  the  stage;  but  the  resources  of  the  camera 
soon  made  unconscious  borrowings  from  art  even  more  necessary,  as  film 
more  and  more  transcended  all  stage  visualizations  except  for  their  color. 
And  the  camera,  now  rendering  past  art  into  terms  of  modern  black-and- 
white  graphic  technology,  was  soon  making  it  available  to  further  graphic 
development  in  movie  terms — the  terms  of  pure  light  and  shade. 

Thus  a  resemblance  between  a  frame  from  an  ordinary  commercial 
American  film  and  a  Vermeer  may  be  understood  neither  as  a  coincidence 
nor  as  a  conscious  imitation,  but  as  an  example  of  cultural  continuity,  of 
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15.14   jan  vermeer,   Officer  and  Laughing  Girt 
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pictorial  tradition  becoming  internalized  and  naturalized,  as  it  always  has, 
only  this  time  by  means  of  the  great  leaps  made  by  phototechnology  at  the 
turn  of  the  century.  Such  a  correspondence  between  a  modern  film-frame 
and  an  old  painting  might  be  called  an  indirect  quote,  an  unconscious  allu- 
sion like  a  Latin  tag  or  a  Shakespearean  phrase.  It  would  arise  from  the  ef- 
fect on  visual  consciousness  of  many  photographic  reproductions  of 
Vermeer,  overlaid  and  confirmed  by  reproductions  of  works  by  all  artists 
influenced  by  him.  So  that  a  view  of  a  man  and  woman  at  a  table  by  a  win- 
dow, facing  the  woman  from  behind  the  man's  shoulder,  would  seem  like 
the  most  natural,  the  most  effective,  the  most  "realistic"  representational 
device  to  use  in  a  movie,  chiefly  because  it  would  have  the  support  of  such 
mingled  generations  of  illustrative  genius  behind  it — not  just  current  illus- 
trations, but  all  their  great  sources  (15.13-15.16). 

The  specific  tradition  behind  it  all  was  the  North  European  one,  devoted 
to  the  casual  fall  of  light  on  phenomena  and  the  apparently  artless  dip  into 
the  flow  of  passing  experience,  rather  than  to  the  visibly  composed,  con- 
trolled rendering  of  groups  in  significant  poses,  harmonized  by  a  unifying 
style.  Dramatic  and  unstable  angles  from  which  to  see  things,  with  looming 
figures  in  front  partially  blotting  the  source  of  light,  or  lighted  distant 
views  through  doors  and  windows  of  ambiguous  action  at  odds  with  the  dim 
foreground,  or  scenes  observed  as  if  from  the  viewpoint  of  a  marginal  by- 
stander— all  these  effects  had  been  developed  by  Northern  artists  of  the 
past  and  confirmed  by  popular  modern  illustrators  under  their  influence; 
and  they  lay  at  hand  for  movie-makers,  as  soon  as  the  camera  itself  could 
move  and  the  shot  became  the  unit  of  film  narrative.  Howard  Pyle's  well- 
known  picture  of  Jefferson  writing  the  Declaration  of  Independence,  for 
example,  derives  directly  from  Honthorst,  with  its  lighted  tabletop  and  fig- 
ure seen  from  the  knees  up;  but  it  could  well  be  a  frame  from  a  very  recent 
historical  film,  with  careful  period  details  well  subdued  to  the  general  at- 
mosphere (15.17,  15.18). 

The  pernicious  split  between  "artist"  and  "illustrator"  seems  to  have 
become  most  pronounced  in  America,  as  opposed  to  France,  and  to  have 
been  linked  with  the  dissemination  of  the  camera-bound  material  in  maga- 
zines. The  widespread  use  for  illustration  of  photography  and  pseudo  pho- 
tography and  doctored  photography  put  real  art  in  another  category,  even 
when  many  fine  illustrators  did  have  highly  developed  personal  styles.  For 
a  century  we  have  insisted  on  a  gulf  between  art  intended  for  commercial 
reproduction  and  any  other  kind;  and  movies,  being  in  the  former  camp, 
were  not  considered  to  have  any  connection  with  what  real  artists  had  ever 
done.  Both  Homer  and  Hopper,  for  example,  apparently  felt  that  their  pop- 
ular illustrations  and  their  paintings  were  incompatible,  and  they  had  to 
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desert  the  one  for  the  other.  Art,  once  embraced,  precluded  illustration. 
When  the  current  Wyeth  is  disparaged,  he  is  called  an  illustrator.  Print- 
making,  on  the  other  hand,  became  a  more  and  more  elevated  and  presti- 
gious branch  of  fine  art  separate  from  commercial  graphics,  and  it  still  is. 

The  more  photomechanical  reproduction  was  perfected,  the  less  prestige 
attached  to  the  camera  as  an  esthetic  medium,  and  the  more  it  was  purely 
associated  with  documentary  illustration.  Movies  thus  arose  in  this  country 
just  when  the  camera  itself  had  become  somewhat  debased,  even  though 
certain  successful  illustrators  were  greatly  admired.  Serious  artistic  pho- 
tography was  also  pushed  into  an  embattled  position  as  an  avant-garde 
mode  of  art,  carefully  at  odds  with  bastard  commercial  productions. 

In  Europe  during  the  same  period  the  camera  remained  a  legitimate  es- 
thetic medium,  and  so  did  commercial  graphic  art;  with  the  result  that  Eu- 
ropean posters  and  postage  stamps  and  advertisements  displayed  a  high, 
advanced  standard  of  pure  design,  and  so  did  European  movies  when  they 
first  appeared.  But  narrative,  creative  ones  tended  not  to  be  documentary 
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in  spirit,  and  had  much  less  reason  to  stay  with  romantic  realism.  Abstract 
design  and  formal  innovation  were  far  more  fruit  fid  fields,  and  so  were  ex- 
periments in  psychological  flavor  such  as  Symbolist  painters  were 
attempting. 

What  American  film  managed  was  to  mythologize  the  old,  realistic 
modes  of  art  without  appearing  to  do  so,  and  to  allow  them  to  penetrate  the 
whole  consciousness  of  the  nation  through  the  intensely  romantic  medium 
of  film.  The  Garbo  spell,  for  example,  is  a  matter  of  light  and  shade  creat- 
ing an  emotional  atmosphere  analogous  to  the  spell  of  Vermeer's  women,  an 
uncanny  evocation  of  female  inwardness  conveyed  in  a  picture  that  seems 
to  show  a  sequence  of  important  moments  without  showing  any  action.  A 
fashionably  dressed  woman  is  in  a  room — we  see  her  from  the  knees  up. 
Perhaps  a  man  has  just  left,  or  is  just  coming,  or  is  on  the  other  side  of  the 
world.  She  is  aware  and  full  of  feeling,  but  her  face  is  still  and  her  hands 
quiet.  She  holds  something,  a  vessel  or  a  hairbrush,  a  letter  or  the  window 
frame;  meanwhile  we  look  at  her  and  feel  that  the  scene  is  momentous,  she 
is  heartbreaking,  the  image  is  unforgettable.  Garbo  could  never  create  such 
effects  on  a  theatrically  lighted  stage;  and  it  wasn't  acting.  She  (and  we) 
needed  the  "realistic"  film-lighting,  the  film  setting,  and  the  creative  cam- 
era '"loving"  her  as  it  moved  in  to  regard  her,  just  as  Vermeer  seems  to  have 
"loved"  the  lady  with  the  scale,  the  glass,  or  the  guitar. 

Instead  of  becoming  outmoded,  as  it  was  fast  doing  in  Europe,  realism 
was  first  carried  further  here  by  painters  such  as  Homer  and  Hopper,  then 
shifted  (partly  with  their  help)  into  the  realm  of  popular  documentary 
graphics,  and  finally  reconstituted  and  irradiated  on  the  screen.  The  film 
noir  is  an  example  of  this  eventual  romanticization  of  documentary  real- 
ism; and  as  a  genre,  it  demonstrates  how  the  old  Northern  pictorial 
methods  were  needed  for  the  process.  German  immigrant  directors  such  as 
Fritz  Lang  could  instinctively  follow  old  German  artistic  habits  of  manipu- 
lating light  and  shade  for  emotional  purposes,  just  as  Friedrich  and  long 
before  him  Altdorfer  had  done,  and  as  Rembrandt  did.  They  also  employed 
the  Northern  Renaissance  trick  of  using  old  myths  in  new,  realistic  guise. 
In  film,  folklore  and  conventional  Romantic  themes  gain  power  when  seen 
as  actualities. 

Movies  may  indeed  have  owed  a  measure  of  their  powerful  effect  to  their 
participation  in  the  satisfying  old  tradition  of  Rembrandt;  but  first,  cinema 
had  to  develop  its  method.  And  even  there  the  techniques  of  montage  and 
cross-cutting,  of  close-up  and  long  shot,  tracking,  dissolve — all  the  ways  of 
using  the  moving  picture  to  move  the  feelings — were  founded  on  earlier 
methods  for  doing  the  same  thing  with  still  pictures.  The  more  refined  cine- 
matic methods  became,  the  nearer  they  approached  what  certain  earlier 
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painters  suggested.  European  film-frames  finally  began  to  resemble  Degas 
paintings  or  Goya  lithographs  or  Dutch  genre  works,  rather  than  bleached 
stage  productions,  when  the  camera  began  to  move  and  the  close-up  began 
to  record  the  new  art  of  film  acting — this  was  well  on  in  the  third  decade  of 
film  history.  Between  about  1910  and  1920,  the  screen  picture  really  came 
to  life,  as  much  life  as  still  pictures  long  since  had. 

At  that  time  film  was  still  truly  international,  because  it  had  no  audible 
dialogue.  Film  captions  could  be  translated  into  any  language  and  run  with 
the  action  so  as  to  be  perfectly  convincing  to  native  speakers,  without  the 
incongruities  of  dubbed  speech  or  incomplete  and  intrusive  subtitling. 
Film-makers  pooled  their  visual  resources  very  quickly,  borrowing  each 
other's  effects  and  tapping  pictorial  sources,  knowingly  or  not,  that  became 
common  to  all  movies  within  a  very  few  years.  The  wordlessness  of  cinema 
was  essential  to  its  speedy  start  as  a  visual  medium  and  its  use  of  painterly 
precedents:  captions  were  already  familiar  in  illustrations  and  reproduc- 
tions since  the  Renaissance.  Unlike  the  stage,  where  convincing  drama  de- 
pends on  language,  the  realistic  and  romantic  screen  began  with  pure 
picture-making,  to  which  utterance  was  an  appendage.  Situations  and  sce- 
nic effects  resembled  those  in  known  pictures  in  order  to  deliver  their  mes- 
sage inside  the  familiar  frame. 

National  characteristics  affected  the  early  movie  style  in  Europe,  as 
they  had  informed  the  flavor  of  artistic  tradition,  and  the  early  style  of  film 
acting,  too.  Early  Danish  and  Swedish  films  were  atmospheric  and  subtly 
acted  rather  than  spectacular,  following  the  North  European  talent  for 
using  light  and  facial  expression  to  convey  meaning  and  importance,  as  in 
Scandinavian  painting  of  the  preceding  period.  The  Italians  tended  toward 
stylish  line  and  shape  and  strong  architectural  settings,  using  classical  ma- 
terial— Troy  and  Carthage,  or  stories  in  Dante  and  Tasso,  the  stuff  of  the 
classical  opera  rather  than  political  or  psychological  themes. 

But  what  united  all  movies  was  the  romanticism  of  their  medium,  its 
commitment  not  just  to  feeling  but  to  the  emotional  foundations  of  living 
— unconscious  fantasy  and  wish,  the  desire  for  something  beyond  immedi- 
ate knowledge  even  if  the  content  ostensibly  made  an  appeal  to  the 
intellect.  This  was  the  point  first  grasped  and  made  use  of  by  Eisenstein 
and  the  other  Russians.  The  very  use  of  light  to  make  each  picture,  com- 
bined with  the  illustrative  purpose  to  make  all  the  pictures  carry  a  narra- 
tive directly  by  emotional  means,  relying  only  on  fragmentary  captions, 
prevents  any  detachment  on  the  viewer's  part.  His  contribution  is  ensured, 
his  own  psychological  history  engaged.  Film  shots  took  on  the  emotional 
freight  borne  by  family  snapshots,  for  example,  which  in  the  years  between 
1890  and  1910  had  a  great  poignancy  unmatched  by  the  usual  posed  studio 
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portraits  or  landscape  studies.  The  look  of  people  caught  off-guard  and  in 
motion,  or  posed  against  their  w  ill  in  the  full  grip  of  some  intractable  mood 
— the  artless  drama  of  life  relentlessly  illuminated  by  the  camera — lends  a 
prophetic,  movielike  look  to  such  early  amateur  pictures  (15.19).  They  may 
have  seemed  unpicturesque  at  the  time;  but  now  they  show  what  the  camera 
was  then  already  able  to  do  with  raw  human  material.  Clever  movie-makers 
took  it  up;  and  then  the  editorial  skill  that  makes  one  particular  image  suc- 
ceed another  became  the  new  art  of  the  cinema  romanticist,  who  could 
string  together  such  gripping  visions,  intersperse  them  with  stirring  spec- 
tacle and  excruciating  detail,  add  music,  and  so  weave  a  tale  guaranteed  to 
keep  a  total  hold  on  anyone's  emotional  attention. 

Like  painting  in  the  Northern  tradition,  the  film  aim  is  unmediated  vi- 
sion; and  one  of  its  strongest  assistants  has  always  been  music,  the  sort  of 
sound  that  requires  no  actual  language,  and  forms  a  touchstone  for  roman- 
tic expression.  It  was  a  fundamental  nineteenth-century  Romantic  idea 
that  music  is  the  ultimate  art,  the  purest  vessel;  and  movies  were  never  si- 
lent, in  that  they  were  always  underscored,  sometimes  with  elaborate  or- 
chestral arrangements.  Originally  this  was  live  music,  and  it  was 
indispensable  for  carrying  the  sequence  of  visions  along  on  a  wave  that 
swept  the  spectator  into  the  realm  of  association  and  fantasy.  It  was  partly 
the  music  that  turned  movies  into  dreams — and  that  signaled  such  an  in- 
tention by  its  very  presence. 
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448 


MOVING  PICTURES 


In  some  way  the  music  stood  for  the  kind  of  pictures  movies  were,  and 
indicated  the  right  way  to  take  them.  In  the  old  Dutch  paintings,  music  is 
often  made  in  the  picture  to  give  the  same  message.  Perpetually  under- 
scored, early  cinema  thus  displayed  the  affinity  of  film  not  with  plays  but 
with  opera.  In  opera,  narrative  proceeds  in  a  sequence,  not  of  incidents  and 
confrontations  expounded  in  comprehensible  dialogue,  but  through  trans- 
lation into  the  larger  irrational  terms  of  music,  so  that  getting  the  whole 
meaning  at  any  moment  means  responding  to  the  music  and  the  story  as 
one.  Listening  to  the  music  alone  may  render  the  story  ridiculous  and 
therefore  remove  much  of  the  point  of  the  whole  work;  trying  to  follow  the 
story  without  listening  to  the  music  makes  the  music  seem  obtrusive  and  ir- 
relevant and  thus  cancels  the  point  altogether.  The  story  must  be  perceived 
only  through  the  music,  and  the  music  may  be  rightly  understood  only  as  it 
tells  the  story.  In  such  a  situation,  although  the  plot  may  seem  bald  and 
stupid  or  strange  and  unbelievable  if  given  in  synopsis,  the  tale  itself  be- 
comes significant,  moving,  and  emotionally  comprehensible  when  it  is  of- 
fered and  received  on  music's  terms.  Analogously  in  film,  the  impact  of  a 
dramatic  moment  is  made  by  its  entire  visual  frame  and  ground  and  its 
score,  too,  not  just  by  the  situation. 

It  is  a  feature  of  some  movies  that  their  visual  flavor  seems  at  odds  with 
the  flavor  of  their  story,  that  beautiful  cinematography  and  settings  may  be 
conveying  a  chilling  tale  otherwise  rendered  with  great  detachment.  In  a 
bad  movie,  overdressing  a  modest  story  creates  a  silly  imbalance;  but  in  the 
hands  of  a  serious  movie-maker  like  Stanley  Kubrick,  for  example  with 
Barry  Lyndon,  the  tension  between  the  benign  beauty  of  its  eighteenth- 
century  mise-en-scene  and  its  harsh  story  of  spiritual  poverty  functions  as 
a  sort  of  constant  ironic  pedal-point,  giving  the  movie  its  unforgettable 
bite.  The  rather  formal,  tragic  sound  of  the  eighteenth-century  music  in  the 
score  intensifies  the  effect.  As  in  a  Mozart  opera,  the  story  is  full  of  humili- 
ation, folly,  and  callous  betrayal,  but  the  music  is  ravishing;  and  the  total 
effect  is  the  result  of  their  interplay  and  interdependence. 

Such  an  effect  is  difficult  to  achieve;  the  connection  must  not  break  be- 
tween the  style  and  meaning  of  the  moving  picture.  If  cinematic  beauty  is 
developed  independently  of  the  point  being  made  by  the  action,  the  movie  is 
pretty  but  crippled,  and  the  audience  is  being  seduced  by  a  lovely  face  so  it 
won't  notice  the  limp.  Bad  operas  at  one  time  were  put  together  in  the  same 
way,  with  no  connection  between  the  narrative  theme  and  the  music,  so  that 
the  public  would  applaud  the  stars  and  the  beauty  of  the  arias  and  not  care 
what  they  meant.  In  the  case  of  both  opera  and  cinema,  the  power  of  the  me- 
dium is  so  strong,  its  direct  effect  on  the  feelings  so  intense,  that  con- 
trolled artistry  is  not  at  all  necessary  for  crude  success. 
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Because  of  how  much  psychological  material  loads  each  film  shot,  much 
of  it  elicited  from  the  viewer,  they  are  heavy  with  suggestion,  indirect  refer- 
ence, multiple  possibilities  for  meaning  depending  on  the  next  shot,  and 
the  next.  A  great  deal  of  visual  matter  is  thrown  away,  having  raised  expec- 
tations it  cannot  meet  in  the  next  and  next,  because  of  what  the  director 
wants  and  the  editor  does.  Some  of  this  excess  content  may  be  so  dazzling, 
however,  so  full  of  undifferentiated  emotional  power,  that  it  functions  like  a 
compelling  melody,  defining  the  character  of  the  movie  even  if  it  makes  no 
immediate  sense.  If  it  makes  no  sense  ever,  the  movie  can  still  appeal  and 
make  money;  but  it  will  be  a  failure. 

Best  is  if  such  visual  dazzle  creates  the  film's  sense,  however,  and  man- 
ages to  carry  all  other  meanings,  as  in  most  of  Kubrick's  movies.  The  visual 
glamour  and  clarity  of  the  boot-camp  sequences  in  Full  Metal  Jacket,  for  in- 
stance, emphasize  the  beauty  of  the  applied  order  in  that  ferocious  artifi- 
cial existence.  The  extreme  elegance  of  the  cinematography  creates  the 
sense  of  it  as  a  perverse,  polished  treasure  to  be  laid  up  for  the  future — 
especially  the  future  of  actual  war,  when  the  chaotic,  absurd  elements  in 
real  life — the  slackness  and  disorder  and  uncertainty  and  ridiculousness, 
the  small  hilarities  and  senseless  brutalities  in  normal  existence — are  in- 
tensified. The  second  half  of  the  movie  has  that  haphazard  and  ragged  vi- 
sual flavor — with  modern  rubble  and  ancient  temples,  heavy  artillery  and 
personal  vanity,  blood  and  bureaucracy,  mess  and  horror  and  silliness  all 
mixed,  colors  all  melted  and  blurred,  localities  indefinite,  and  no  point 
made  by  anything.  A  killer  is  crisply  and  systematically  created  in  the  first 
half,  as  intended;  in  the  second,  no  such  outcome,  only  a  sort  of  chronic, 
low-level  dementia,  is  produced  by  war. 

In  all  this,  as  in  most  movies,  the  score  works  as  if  it  were  operatic.  Ku- 
brick knows  how  to  make  the  music  help  to  create  the  meaning  of  the  ac- 
tion, sometimes  to  make  its  point  while  appearing  to  go  against  it.  Most 
other  movies,  on  the  other  hand,  in  the  past  have  tended  to  follow  Wagner's 
method,  whereby  the  music  is  composed  to  match  the  action  closely,  includ- 
ing the  inner  action  of  characters1  memories  and  wishes — the  leitmotif  idea. 
Lately  the  habit  of  embedding  a  whole  film  inside  a  constant,  independent 
performance  by  one  group  doing  one  kind  of  music  has  taught  us  to  think  of 
life  as  a  movie  underscored  by  the  comforting  sound  of  our  favorite  per- 
formers; but  it  has  further  taught  us  to  notice  how  the  visual  elements  in 
films  are  similar  to  music,  in  the  way  they  transmit  emotive  material  with- 
out calling  attention  to  it,  spread  suggestions  that  are  responded  to  per- 
sonally by  the  viewer  but  not  by  the  actors,  and  fill  a  rich  emotional  bath  for 
each  viewer,  in  the  depths  of  which  he  may  get  the  other  material  as  it  can 
best  reach  him.  with  or  against  the  current. 
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In  this  way  a  lot  of  visual  movie  material  has  been  swallowed  whole,  seen 
without  being  remarked,  responded  to  without  consciousness.  Many  visual 
movie  myths  have  seeped  unnoticed  into  the  culture  and  lodged  there, 
along  with  the  stories  and  situations  and  famous  faces  that  make  up  the 
known  legend.  Camera  angles,  spatial  relations,  relations  of  lighting  and 
texture  have  made  up  more  of  it  than  have  the  details  of  material  life,  which 
tend  to  catch  the  conscious  eye.  And  just  these  basic  elements,  the  back- 
ground-musical ones,  are  the  ancient  legacy  of  the  cinematic  painters.  Such 
painterly  effects  had  made  their  mark  on  the  public  eye  long  before,  mostly 
through  being  reproduced;  and  in  their  emotional,  musical,  unnoticeable 
way  had  long  since  prepared  the  modern  eye  for  film  language. 

THE  MOVIES'  debt  to  painting  has  often  been  left-handedly  ac- 
knowledged during  their  history,  with  many  art-historical  quotations  occa- 
sionally punctuating  the  flow  of  historical  films.  The  more  sophisticated 
the  lighting  in  modern  movies,  as  I  have  suggested,  the  better  this  works; 
but  it  was  already  being  managed  in  black-and-white  movies  fairly  early, 
especially  when  graphic  artists  were  being  quoted.  Two  German  films 
about  Frederick  the  Great,  one  silent  in  1921  and  one  with  spoken  dialogue 
in  1931,  made  ample  use  of  Menzel's  famous  illustrations,  as  if  to  show 
what  those  had  been  intended  for.  Similarly  and  even  more  acutely,  Alex- 
ander Korda's  biographical  Rembrandt  of  1936  emulates  Rembrandt  etch- 
ings and  chiaroscuro  Biblical  scenes  with  great  success,  even  though  some 


15.20  Still  from  Rembrandt,  1936 


Twentieth-Century  Graphics;  Movies 


451 


15.21    PIETER  SAENREDAM,   The  Old  Town  Hall  of 

A  msterdam 


of  the  costume  details  are  slightly  wrong.  The  movie  offers  a  Dutch  world 
through  the  eyes  of  Rembrandt's  contemporaries  as  well;  Steen  and  Saenre- 
dam  supply  the  neutral  interiors  and  exteriors,  as  if  we  were  seeing  life 
through  the  ordinary  representational  conventions  of  Rembrandt's  milieu, 
and  only  perceiving  private  emotional  moments  in  his  distinctive  mode 
(15.20,  15.21).  At  the  very  end  of  the  film,  as  old,  dying  Rembrandt  gazes 
at  his  mirror  and  prepares  his  last  self-portrait  on  the  easel,  the  camera 
stops  contemplating  him  and  rises  to  seek  the  universal  source,  the  incom- 
ing light.  Korda  seems  to  have  got  the  point  about  Rembrandt,  despite  the 
oversimplified  view  the  film  gives  of  his  life. 

Carl  Dreyer  inevitably  used  Dutch  art  in  1943  for  Day  of  Wrath,  set  in 
seventeenth-century  Denmark  (15.22,  15.23).  A  preponderance  of  stiff 
black  clothing  with  white  neckwear  set  against  dimly  lit  and  austerely  fur- 
nished interiors  makes  the  moments  featuring  flames  or  outdoor  sunlight 
all  the  more  startling,  and  the  texture  of  skin  almost  unbearably  telling,  as 
they  are  in  the  Northern  painting  tradition.  The  theme  of  this  grim  tale  is 
God's  mysterious  will,  visually  conveyed  as  His  conquering  way  with  light, 
whether  cruel  and  lurid  or  tender  and  comforting.  Its  penetrating  force  is 
unrelieved  by  color  or  pleasant  surfaces,  its  ultimate  reach  is  unaffected  by 
men's  zealous  wish  for  mastery.  Fire  and  sun  outwit  the  smallness  of  win- 
dows, the  dimness  of  garments,  and  show  up  the  blackness  of  souls. 
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15.22   Still  from  Day  of  Wrath,  1943 


15.23   REMBRANDT,  Syndics  of  the  Drapers'  Guild 


Twentieth-Century  Graph ics;  Movies 


453 


If). 24  Still  from  The  Front  Pntjc,  1931.  Dutch  stylo  in  modern  dress 


Quoting  from  the  multicolored  works  of  the  Pre-Raphaelite  school  has 
become  more  accurate  since  the  control  of  light  has  increased  for  film- 
makers using  color.  The  pale  flattening  of  the  detailed  imagery  has  been 
successfully  imitated  for  English  historical  themes  during  the  last  twenty 
years,  in  sharp  contrast  to  the  easier  deep  chiaroscuro  effects  achieved 
much  earlier  in  black  and  white.  Pre-Raphaelite  imitations,  notably  in  Tony 
Richardson's  The  Charge  of  the  Light  Brigade  (1968),  and  more  recently 
The  French  Lieutenant's  Woman  (1981),  for  example,  are  deliberate  visual 
embodiments  of  mid-nineteenth-century  attitudes,  highly  suitable  to  the 
films'  subjects  and  recognizable  to  audiences  as  characteristic  painterly  vi- 
sualizations of  the  period.  So  are  many  of  Korda's  in  Rembrandt.  But  un- 
like those  early  black-and-white  ones,  which  tap  the  graphic  elements  in 
Dutch  painting,  Pre-Raphaelite  references  are  to  an  extremely  static,  non- 
cinematic  kind  of  art;  and  so  they  are  used  to  point  up  the  difference  be- 
tween film  and  painting,  not  to  demonstrate  the  continuity  between  them. 
They  are  pointed  quotes,  not  assimilations.  Interwoven  with  the  texture  of 
the  cinematography,  they  naturally  enrich  the  films  enormously,  as  sensi- 
tive period  stage  designs  based  on  painting  enrich  plays  and  operas;  but 
they  are  not  examples  of  the  connection  I  am  trying  to  make,  precisely  be- 
cause such  quoting  is  confined  to  "period"  movies,  to  make  the  "period" 
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If). 25   JACQUES  callot.   Combat  with  Swords.  Etching,  1632 


15.26  Still  from  Alexander  Nrvsky.  193K 
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point.  Rembrandt  and  Day  of  Wrath,  on  the  other  hand,  seamlessly  look 
both  period  and  modern,  since  the  chiaroscuro  mode  fits  both  (15.24). 

Occasionally  even  more  deliberate  spot-quotes  will  occur  in  a  movie 
about  a  painter,  like  the  living  Toulouse-Lautrecs  momentarily  imposed  on 
the  otherwise  very  un-Lautrec-like  color  cinematography  of  Moulin  Rouge, 
for  example,  or  Van  Gogh's  Crows  in  the  Wheatfield  suddenly  attacking 
Kirk  Douglas  in  Lust  for  Life,  or  the  hilarious  Creation-of-Adam  cloud  for- 
mations inspiring  Charlton  Heston  in  The  Agony  and  the  Ecstasy.  That  last 
movie  was  otherwise  filmed  as  if  it  were  a  Western,  in  the  style  which  turns 
out  to  be  the  most  generally  suitable  for  any  "period"  material,  after  all, 
since  it  was  invented  for  such  a  favorite  "period"  genre:  Porter  and  Grif- 
fith started  it,  and  no  amount  of  quotations  from  paintings  can  keep  histor- 
ical movies  from  quoting  themselves  to  much  greater  advantage.  But  when 
they  do  it,  they  are  also  unwittingly  quoting  not  only  Remington  but  Callot, 
with  his  streams  of  extras  pouring  over  the  hills,  no  matter  what  artist  the 
movie  may  be  about  (15.25-15.28). 

One  excellent  small  example  in  recent  times  of  the  perfectly  integrated 
Rembrandt  kind  of  film  about  an  artist  was  a  short  film  made  for  British 
television  of  the  Sheridan  Le  Fanu  story  entitled  "Schalcken."  The  story  is 
a  Romantic  tale  published  in  1851,  full  of  the  supernatural  effects  charac- 
teristic of  the  Irish  author;  but  the  subject  was  the  real  late-seventeenth- 
century  Dutch  painter,  who  specialized  in  ambiguously  erotic  scenes 
usually  lighted  with  a  single  candle.  The  movie  successfully  combines  both 
late-Baroque  Dutch  art  and  nineteenth-century  Romanticism  in  every  one 
of  its  scenes,  many  of  which  had  to  be  invented,  since  the  Le  Fanu  story  is 
rather  sparse.  Schalcken's  own  style  of  painting  is  perpetually  invoked,  in 
scenes  combining  candlelit  brothel  settings  and  views  of  the  painter's  stu- 
dio with  prostitutes  as  models,  all  of  which  are  well  fitted  into  the  latter 
part  of  Le  Fanu's  story,  even  though  he  did  not  specify  them;  and  scenes 
early  in  the  story  display  the  style  of  Gerard  Dou,  who  was  in  fact  the 
painter's  teacher,  and  whose  meek  and  pretty  daughter  Le  Fanu  invented 
for  the  young  apprentice  to  adore  from  a  hopeless  distance.  The  faintly  sin- 
ister look  of  Schalcken's  mature  works,  overlaid  on  their  sexual  content, 
were  romantically  expounded  by  Le  Fanu  in  his  tale,  which  tells  how  the 
young  girl  is  virtually  sold  by  her  greedy  father,  as  the  student  looks  on  in 
helpless  horror,  to  a  mysterious,  ancient,  deathly  bridegroom  bearing  a 
coffer  of  gold  coins.  She  is  spirited  away,  seems  to  die  or  merely  vanish, 
and  then  reappears  to  the  young  painter  as  a  seductive,  demonic  appari- 
tion; and  so  the  red  glow  and  enticing  smiles  of  Schalcken's  obsessively  re- 
peated views  of  single  female  figures  are  accounted  for.  The  movie 
accounts  for  both  painter  and  writer,  giving  the  Dutch  details  an  English 
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15.27   JACQUES  CALLOT,   "The  Conversion  of  St.  Paul,"  from  The  .W 
Testament.  Published  posthumously,  1635 


15.28  Still  from  Stagecoach,  1939 
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Romantic  cast,  even  flavoring  the  girl's  seventeenth-century  costumes  with 
nineteenth-century  details.  The  lighting  follows  both  Schalcken  and  certain 
Romantic  gestures  seen  in  Danby,  Wilkie,  and  early  Windus — the  quaint 
supernatural  cast  of  the  story  precludes  referring  to  Turner,  but  permits 
allusion  to  English  genre  artists  of  the  first  half  of  the  century,  who  often 
used  historic  dress  and  setting.  This  small  effort  is  an  example  of  what  can 
be  done  in  historical  movies  if  the  right  understanding  is  reached  about 
their  relation  to  historical  paintings  and  historical  tales.  Twentieth-century 
cinematic  romanticism  was  put  to  the  very  best  creative  use  in  this  neat 
small  synthesis  of  nineteenth-century  English  (actually  Irish)  and 
seventeenth-century  Dutch  fictions. 

The  essentially  romantic  character  of  the  film  medium  makes  neutral 
historical  chronicle  almost  impossible  in  movie  form.  No  matter  how  much 
research  is  done  on  pots  and  pans,  on  private  motivation  and  social  forces, 
on  dialect  or  custom,  and  how  much  historical  expertise  is  brought  to  bear 
even  on  the  actual  shooting,  a  movie  like  The  Return  of  Martin  Guerre  ends 
up  a  poetic  romance.  Efforts  to  reproduce  Bruegel  paintings  fail  of  their 
effect,  since  Bruegel  himself  was  a  highly  detached,  "modern"  sort  of 
painter — although  highly  cinematic  in  his  compositional  methods.  In  his 
treatment  of  subject  matter,  he  was  an  ironic,  not  a  romantic  realist.  He 
won't  translate  very  well  into  the  romantic  terms  of  a  film  like  this,  which 
builds  a  modern  romantic  French  story  on  an  original  real-life  romantic 
plot  from  southern  Renaissance  France — which  was  indeed  an  original 
home  of  literary  Romance.  Bruegel,  with  his  slightly  grotesque  Northern 
style,  could  only  be  stuck  onto  the  surface  of  Martin  Guerre  as  a  necessary 
allusion,  to  make  a  flattering  reference  to  what  we  are  all  supposed  to  know 
from  him  about  the  look  of  European  rural  life  in  the  sixteenth  century.  It 
might  have  been  better  to  use  the  manuscript  illuminations  for  the  Roman- 
tic epic  poems  from  sixteenth-century  France  itself,  which  have  the  right 
emotional  flavor  even  if  they  haven't  as  many  well-known  picturesque  peas- 
ants. An  avowedly  romantic  film-maker  like  Viseonti  can  very  smoothly 
translate  historic  painting  into  historical  film  by  adapting  only  works  of  art 
that  depend,  like  his  camera,  on  the  romantic  use  of  light  to  convey  roman- 
tic themes;  and  so  he  can  make  the  past  come  alive  in  The  Leopard,  for  ex- 
ample, as  it  fails  to  do  in  Martin  Guerre. 

The  visual  sequences  in  that  movie  carry  a  message  not  so  much  of 
sixteenth-century  rural  life  as  of  the  romantic  conventions  of  twentieth- 
century  French  film-making,  in  the  familiar  style  of  the  poignant  bitter- 
sweet love  stories  of  the  HMO's.  The  historical  films  of  that  period,  such  as 
Les  Enfants  du  Paradis  and  Lcs  Visiteurs  du  Soir,  used  to  have  perfectly  ac- 
ceptable somewhat  incorrect  period  costumes,  to  support  the  ahistorical, 
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romantic  spirit  of  the  films.  No  pointed  references  to  paintings  were  at- 
tempted; it  was  pure  French  movie-making,  melodrama  made  transcendent 
by  the  chiaroscuro  mode  in  motion.  Martin  Guerre  is  actually  very  similar, 
and  all  the  expensive  historical  accuracy  is  wasted  and  irrelevant.  The 
stars'  amorous  relation  is  the  real  subject  of  the  movie,  and  the  greatest 
care  and  finesse  are  expended  on  the  modern  emotional  accuracy  of  the  se- 
quences depicting  it — not  on  a  true  rendering  of  French  Renaissance  peas- 
ant life. 

By  contrast,  the  quality  of  Italian  peasant  existence — its  tedium,  its 
weight;  the  way  delicate  feelings  seek  expression  in  obscure  physical  terms; 
how  relationships  become  muffled  by  circumstance  and  vulnerable  to  crude 
chance — all  this  itself  constitutes  the  romance  in  Olmi's  The  Tree  of 
Wooden  Clogs.  That  film  is  altogether  a  good  example  of  documentary  pic- 
torial romanticism.  Emotional  response  to  its  situations  is  drawn  from  the 
viewer  directly  by  the  muted  color,  the  composition,  lighting,  and  editing  of 
the  action  that  renders  it  apparently  artless — just  as  in  the  cinematic  Real- 
ist paintings  of  peasants  by  Courbet  and  Millet  (or  again  by  Rembrandt) — 
and  not  by  rendering  "moving"  scenes  with  theatrical  pointedness,  or  by 
giving  youthful  characters  an  attractive  gloss — as  in  Martin  Guerre,  or  in 
the  sentimental  Realist  peasant  paintings  by  Jules  Breton. 

It  should  be  mentioned  here  that  the  Japanese  movie-making  enterprise 
has  naturally  had  the  advantage  of  the  extraordinary  traditions  of  Japa- 
nese graphic  art,  both  in  ink  and  brush  and  in  prints.  A  graphic  history  of 
surpassing  sophistication  may  well  have  put  Japanese  film-making  ahead  of 
the  West  in  finding  ways  to  show  experience  as  part  of  a  "floating  world" 
that  can  only  be  made  even  more  explicit  in  movies.  The  influence  of  the 
West  on  Japanese  film  was  large  and  deep;  but  the  fundamental  cinematic 
narrative  conceptions  explored  and  abstracted  by  Harunobu  and  Hiro- 
shige,  who  were  inevitably  admired  by  cinematic  painters  like  Degas,  show 
a  comparatively  advanced  understanding  for  their  time.  Such  a  past  has 
undoubtedly  given  Japanese  movie-makers  something  of  an  edge,  even 
when  they  are  not  treating  historical  material  in  historical  ways. 

Quotation  in  movies  from  movie  history  itself  has  become  the  true  sign 
that  film  has  allied  itself  with  the  other  arts  that  have  built  on  their  own 
past,  forming  traditions  based  on  what  has  worked,  making  a  community  of 
fellow  strugglers  out  of  the  roster  of  past  practitioners,  raiding  the  entire 
canon,  as  Shakespeare  and  everybody  else  has  done,  for  whatever  earlier 
discoveries  will  best  serve  the  turn  of  present  talent.  Only  the  temporary 
power  of  rigid  academies,  rigid  regimes,  or  both,  has  ever  stopped  this  nat- 
ural artistic  process,  and  only  the  failure  of  present  talent  has  ever  made  it 
dangerous  or  reprehensible. 
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When  American  movies  were  supposed  to  be  not  art  but  entertainment, 
critical  disapprobation  used  to  be  expressed  of  movies  that  quoted  other 
movies,  as  if  to  say  that  performers  should  never  hope  to  succeed  by  steal- 
ing tricks  from  their  predecessors — even,  or  perhaps  especially,  if  it  pays 
off.  More  recently  such  obvious  use  of  past  greatness  was  called  "homage" 
to  whoever  did  it  first;  and  most  recently  it  is  perceived  as  right  and  cus- 
tomary, appreciated  if  a  real  talent  like  Woody  Allen  plainly  builds  on  the 
accomplishments  of  the  cinematic  past,  and  censured  only  if  he  and  his  as- 
sociates steal  for  lack  of  natural  gifts  or  good  ideas. 

By  encompassing  its  own  history,  film  has  thus  openly  acknowledged 
and  encompassed  the  whole  history  of  visual  art:  just  as  Manet  stole  from 
both  Goya  and  Velazquez,  so  a  movie-maker  can  steal  from  both  Manet  and 
Hitchcock.  The  future  of  cinema  can  only  be  richer  if  such  acknowledgment 
is  more  thoroughly  internalized  and  at  the  same  time  more  consciously  un- 
derstood. Although  theater,  opera,  and  all  the  old  poetic  and  musical  and 
more  recent  novelistic  traditions  have  fed  the  movies,  they  were  in  fact  born 
of  printed  graphic  art  and  sired  by  a  certain  tradition  in  great  painting. 
Their  noble  lineage  shows  more  and  more,  as  maturity  has  begun  to  over- 
take and  affect  them.  As  with  any  career,  their  future  is  full  of  forward 
movement  inspired  by  hope  and  daring,  and  possible  enlightenment 
through  the  lessons  of  the  past. 
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1 1.5  C.  D.  Friedrich,  Two  Men  at  Moonrise  by  the  Sea.  Chalk  and  sepia  drawing.  Moscow, 
Museum  of  Fine  Art. 

11.6  C.  D.  Friedrich,  The  Solitary  Tree.  Berlin,  Nationalgalerie. 

11.7  C.  D.  Friedrich,  Couple  Looking  at  the  Moon.  Berlin,  Nationalgalerie. 

11.8  Still  from  Evangeline,  1929. 

11.9  Still  from  Tom  Sawyer,  1938. 

11.10  C.  D.  Friedrich,  Early  Snow;  Entrance  into  a  Wood.  Hamburg,  Kunsthalle. 
Marburg/Art  Resource. 
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11.11  Still  from  Modern  Times,  1936. 

11.12  C.  D.  Friedrich,  View  from  the  Studio  Window,  left.  Sepia.  Vienna,  Kunst- 
historisches  Museum. 

11.13  C.  D.  Friedrich,  View  from  the  Studio  Window,  right.  Sepia.  Vienna,  Kunst- 
historisches  Museum. 

11.14  Moritz  von  Schwind,  The  Morning  Hour.  Munich,  Schackgalerie.  Marburg/Art 
Resource. 

11.15  Moritz  von  Schwind,  Apparition  in  a  Forest.  Munich,  Schackgalerie. 

11.16  Moritz  von  Schwind,  Departure  in  the  Early  Morning.  Berlin,  Nationalgalerie. 
Marburg/Art  Resource. 

11.17  Alfred  Rethel,  The  Visit  of  Otto  III  to  the  Crypt.  Diisseldorf,  Kunstmuseum. 

11.18  Karl  Spitzweg,  The  Widower.  Munich,  Xeue  Pinakothek.  Marburg/Art  Resource. 
Adolph  Menzel,  scenes  from  The  Life  of  Frederick  the  Great: 

11.19  Frederick  by  a  river  in  consultation  about  improvements. 

11.20  Frederick  with  his  minister  Cocceji. 

11.21  Armed  farmers. 

11.22  Frederick  observes  the  enemy  position  at  Kollin  from  an  upstairs  window. 

11.23  Frederick  exercises  his  troops  in  the  rain. 

11.24  Adolph  Menzel,  A  Room  with  the  Artist's  Sister.  Munich,  Bayerische  Staats- 
gemaldesammlungen.  Marburg/Art  Resource. 

11.25  Adolph  Menzel,  The  Interruption.  Karlsruhe,  Staatliche  Kunsthalle. 

11.26  Adolph  Menzel,  Frederick  at  Hochkirk.  Berlin,  Nationalgalerie. 

11.27  Still  from  The  Horse  Soldiers,  1959. 

11.28  John  Everett  Millais,  Accepted.  Sepia.  New  Haven,  Yale  Center  for  British  Art. 

11.29  Charles  Keene,  "Hard  Lines."  Illustration  in  Punch's  Almanack,  1869. 

11.30  Still  from  Marty,  1955. 


12    ENGLISH  ART  AND  ILLUSTRATION  ;  WHISTLER 

12.1  Abraham  Solomon,  Waiting  for  the  Verdict.  London,  British  Museum.  Bridgeman/ 
Art  Resource. 

12.2  H.  K.  Browne,  "Mr.  Pinch  is  amazed  by  an  unexpected  apparition."  Illustration 
for  Dickens'  Martin  Chuzzlewit,  1843. 

12.3  William  Powell  Frith,  "The  Arrest."  No.  3  from  The  Road  to  Ruin.  Etching  by 
Leopold  Flameng  from  the  1878  painting. 

12.4  Arthur  Hughes,  The  Eve  of  St.  Agnes.  London,  Tate  Gallery. 

12.5  William  Holman  Hunt,  The  Hireling  Shepherd.  Manchester  City  Art  Gallery. 

12.6  Laurence  Alma-Tadema,  Sappho.  Baltimore,  The  Walters  Art  Gallery. 

12.7  Sidney  Paget,  "Really,  sir,  this  is  a  very  extraordinary  question."  Illustration  for 
Conan  Doyle's  The  Hound  of  the  Baskervilles,  from  The  Strand  Magazine,  January  1902. 

12.8  Frank  Holl,  Newgate:  Committed  for  Trial.  Egham,  Surrey,  Royal  Holloway 
College.  Bridgeman/Art  Resource. 

12.9  Frank  Bramley,  A  Hopeless  Dawn.  London,  Tate  Gallery. 

12.10  Gustave  Caillebotte,  The  Floor  Scrapers.  Paris  Musee  d'Orsay.  Giraudon/Art 
Resource. 

12.11  Lovis  Corinth,  Salome.  Leipzig,  Museum  der  Bildenden  Kunst.  Marburg/Art 
Resource. 

12.12  Atkinson  Grimshaw,  View  of  Liverpool  Quay  by  Moonlight.  London,  Tate  Gallery. 
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12.13  J.  A.  McN.  Whistler,  Nocturne  in  Black  and  Gold:  The  Falling  Rocket.  Detroit 
Institute  of  the  Arts.  Marburg/Art  Resource. 

12.14  J.  A.  McN.  Whistler,  Study  in  Flesh  Tones  and  Black:  Portrait  of  Theodore  Duret. 

12.15  J.  A.  McN.  Whistler,  Rotherhithe.  Etching,  1860. 

12.16  J.  A.  McN.  Whistler,  Wapping  on  Thames.  Private  collection. 

13  AMERICA 

13.1  John  Singleton  Copley,  Watson  and  the  Shark.  Gift  of  Mrs.  George  von  Lengerke 
Meyer.  Courtesy  Museum  of  Fine  Arts,  Boston. 

13.2  M.  J.  Heade,  Sunrise  on  the  Marshes.  Michigan,  Flint  Institute  of  the  Arts. 

13.3  Fitz  Hugh  Lane,  Brace's  Rock,  Brace's  Cove.  The  Lano  Collection. 

13.4  Thomas  Cole,  The  Expulsion  from  the  Garden  of  Eden.  Gift  of  Mrs.  Maxim  Karolik 
for  the  Karolik  Collection  of  American  Paintings,  1815-1865.  Courtesy  Museum  of 
Fine  Arts,  Boston. 

13.5  Thomas  Cole,  The  Waters  Receding  After  the  Deluge.  Washington,  D.C.,  National 
Museum  of  American  Art,  Smithsonian  Institution.  Gift  of  Mrs.  Katie  Dean,  in  memory 
of  Minnibel  S.  and  James  Wallace  Dean,  and  Museum  Purchase  through  Major  Acquisi- 
tions Fund,  Smithsonian  Institution. 

13.6  Albert  Bierstadt,  Mount  Adams,  Washington.  The  Art  Museum,  Princeton  Univer- 
sity. Gift  of  Mrs.  Jacob  N.  Beam. 

13.7  Albert  Bierstadt,  The  Rocky  Mountains.  New  York,  The  Metropolitan  Museum 
of  Art. 

13.8  Winslow  Homer,  West  Point,  Prout's  Neck.  Williamstown,  Mass.,  Sterling  and 
Francine  Clark  Art  Institute. 

13.9  Winslow  Homer,  The  Croquet  Game,  1866.  Friends  of  American  Art  Collection, 
The  Art  Institute  of  Chicago. 

13.10  Claude  Monet,  Women  in  the  Garden.  Paris,  Musee  d'Orsay.  Giraudon/Art 
Resource. 

13.11  Winslow  Homer,  Croquet  Player.  New  York,  National  Academy  of  Design. 
13.12-15  Winslow  Homer,  magazine  illustrations.  From  Harper's  Weekly:  13.12 
"Winter — A  Skating  Scene,"  1868.  13.13  "Our  National  Winter  Exercise  —  Skating," 
1866.  From  The  Galaxy:  13.14  "She  turned  her  face  to  the  window,"  1868.  13.15 
"Weary  and  dissatisfied  with  everything,"  1869. 

13.16  Winslow  Homer,  Boys  in  a  Pasture.  The  Haydon  Collection.  Courtesy  Museum  of 
Fine  Arts,  Boston. 

13.17  Winslow  Homer,  Undertow.  Williamstown,  Mass.,  Sterling  and  Francine  Clark 
Art  Institute. 

13.18  Winslow  Homer,  The  Life  Line.  Philadelphia  Museum  of  Art. 

13.19  James  Tissot,  Portrait  of  Miss  Lloyd.  London,  Tate  Gallery. 

13.20  James  Tissot,  The  Gallery  of  H.M.S.  "Calcutta."  London,  Tate  Gallery. 

13.21  Thomas  Eakins,  The  Concert  Singer.  Philadelphia  Museum  of  Art. 

13.22  Thomas  Eakins,  The  Pathetic  Song.  Washington,  D.C.,  The  Corcoran  Gallery 
of  Art. 

13.23  Thomas  Eakins,  Portrait  of  Mrs.  Eakins.  Washington,  DC,  Hirshhorn  Museum 
and  Sculpture  Garden,  Smithsonian  Institution.  Gift  of  Joseph  H.  Hirshhorn,  1966. 

13.24  Thomas  Eakins,  The  Swimming  Hole.  Collection  Modern  Museum  of  Fort  Worth. 
Purchased  by  the  Friends  of  Art. 
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13.25  Thomas  Eakins,  Sailing.  Philadelphia  Museum  of  Art. 

13.26  Thomas  Eakins,  Starting  Out  After  Rail.  The  Haydon  Collection.  Courtesy 
Museum  of  Fine  Arts,  Boston. 

13.27  Thomas  Eakins,  Self -Port rait.  New  York,  National  Academy  of  Design. 

13.28  John  Singer  Sargent,  Self -Portrait.  Florence,  Uffizi. 

13.29  John  Singer  Sargent,  The  Daughters  of  Edward  Boit.  Gift  of  Mary  Louisa  Boit, 
Jane  Hubbard  Boit,  and  Julia  Overing  Boit,  in  memory  of  their  father,  Edward  Darley 
Boit.  Courtesy  Museum  of  Fine  Arts,  Boston. 

13.30  John  Singer  Sargent,  Portrait  of  Mrs.  Edward  L.  Davis  and  Her  Son  Livingston 
Davis.  Los  Angeles  County  Museum  of  Art. 

13.31  Thomas  Eakins,  Home  Scene.  The  Brooklyn  Museum.  Gift  of  George  A.  Hearn, 
Frederick  Loeser  Art  Fund,  Dick  S.  Ramsay  Fund,  Gift  of  Charles  A.  Schieren. 

13.32  Diego  Velazquez,  Las  Meninas.  Madrid,  Prado. 

13.33  John  Singer  Sargent,  Mrs.  Carl  Meyer  and  Her  Children.  Surringdale,  Berkshire, 
Sir  Anthony  Meyer.  Marburg/Art  Resource. 

13.34  Edward  Hopper,  Room  in  New  York.  University  of  Nebraska  at  Lincoln,  Sheldon 
Memorial  Art  Gallery. 

13.35  Edward  Hopper,  Second  Story  Sunlight.  New  York,  Collection  Whitney  Museum 
of  American  Art. 

13.36  Edward  Hopper,  Night  Shadows.  Etching.  New  York,  Collection  Whitney 
Museum  of  American  Art. 

13.37  Edward  Hopper,  "He  did  it  just  on  purpose  to  frighten  me  .  .  ."  Illustration  in 
Farmer's  Wife,  March  1919. 

13.38  Edward  Hopper,  Summer  Evening,  1947.  Private  collection. 

13.39  John  Singer  Sargent,  Venetian  Bead  Stringers.  Buffalo,  N.Y.,  Albright-Knox  Art 
Gallery. 

13.40  Eastman  Johnson,  Not  at  Home.  The  Brooklyn  Museum.  Gift  of  Miss  Gwendolyn 
0.  L.  Conkling. 

13.41  Fairfield  Porter,  A  Short  Walk. 

13.42  Eric  Fischl,  Daddy's  Girl.  London,  Saatchi  Collection. 

14    FRANCE  IN  THE  NINETEENTH  CENTURY 

14.1  Thomas  Couture,  Romans  of  the  Decadence  (detail).  Paris,  Musee  d'Orsay.  Alinari/ 
Art  Resource. 

14.2  Edgar  Degas,  Woman  Ironing,  Seen  Against  the  Light.  Washington,  D.C.,  National 
Gallery  of  Art. 

14.3  Edgar  Degas,  Dancers  Climbing  a  Stair.  Paris,  Musee  d'Orsay.  Giraudon/Art 
Resource. 

14.4  Edouard  Manet,  "Open  here  I  flung  the  Shutter."  Illustration  for  Poe's  The 
Raven.  Alinari/Art  Resource. 

14.5  Edgar  Degas,  Interior  (Le  Viol).  Philadelphia,  Macilhenny  Collection. 

14.6  Edgar  Degas,  The  Milliner's  Shop.  New  York,  The  Metropolitan  Museum  of  Art. 

14.7  Edgar  Degas,  Resting  on  the  Bed.  Monotype.  Paris,  Madame  Le  Garrec  Collection. 

14.8  Edgar  Degas,  Getting  Out  of  the  Bath.  Monotype.  Paris,  Bibliotheque  Nationale. 

14.9  Edgar  Degas,  The  Cardinal  Sisters  Talking  to  Admirers.  Monotype,  illustration  for 
a  novel  by  Halevy. 

14.10  Charles  Meryon,  The  Morgue.  Etching,  1854.  London,  British  Museum. 
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14.11  Charles  Meryon,  The  Ministry  of  Marine.  Etching.  Philadelphia  Museum  of  Art. 

14.12  Charles  Meryon,  The  Pont-au-Change.  Etching,  fifth  state.  The  Saint  Louis  Art 
Museum. 

14.13  Charles  Meryon,  The  Pont-au-Change.  Etching,  seventh  state.  New  York,  The 
Metropolitan  Museum  of  Art. 

14.14  Charles  Meryon,  The  Pont-au-Change.  Etching,  tenth  state.  Minneapolis  Institute 
of  Arts. 

14.15  Charles  Meryon,  The  Pont-au-Change.  Etching,  eleventh  state.  Philadelphia 
Museum  of  Art. 

14.16  Edouard  Manet,  Reading  "I'lllustre,"  c.  1878-79.  Mr.  and  Mrs.  Lewis  Lamed 
Coburn  Memorial  Collection,  The  Art  Institute  of  Chicago. 

14.17  Edgar  Degas,  Henri  De  Gas  and  His  Niece,  Lucie  De  Gas,  1875-78.  Mr.  and  Mrs. 
Lewis  Larned  Coburn  Memorial  Collection,  The  Art  Institute  of  Chicago. 

14.18  Henri  Fantin-Latour,  The  Two  Sisters,  1859.  The  Saint  Louis  Art  Museum. 

14.19  Gustave  Caillebotte,  Paris  Street;  Rainy  Weather,  1876-77.  Charles  H.  and 
Mary  F.  S.  Worcester  Fund,  The  Art  Institute  of  Chicago.  All  Rights  Reserved. 

14.20  Gustave  Caillebotte,  The  Luncheon.  Paris,  private  collection. 

14.21  Henri  Fantin-Latour,  Portrait  of  Mr.  and  Mrs.  Edwin  Edwards.  London,  Tate 
Gallery. 

14.22  Henri  Fantin-Latour,  Spring  Flowers,  Apples  and  Pears.  New  York,  The  Metro- 
politan Museum  of  Art. 

14.23  Henri  Fantin-Latour,  SHU  Life,  Corner  of  the  Table,  1873.  Ada  Turnbull  Hertle 
Fund.  The  Art  Institute  of  Chicago. 

14.24  Vilhelm  Hammershoi,  Interior  with  Seated  Woman.  Aarhus  Kunstmuseum. 

14.25  Vilhelm  Hammershoi,  Five  Portraits.  Stockholm,  Thielska  Galleriet. 


15    TWENTIETH-CENTURY  GRAPHICS;  MOVIES 

15.1  Louis  Daguerre,  The  Ruins  of  Holyrood  Chapel.  Liverpool,  Walker  Art  Gallery. 

15.2  Gustave  Dore,  "The  Gnarled  Monster."  Illustration  for  The  Legend  of 
Croquemitaine. 

15.3  Gustave  Dore,  "The  Fall  of  Satan,"  1866.  Illustration  for  Milton's  Paradise  Lost. 

15.4  Kenyon  Cox,  "Lodgers  in  a  crowded  Bayard  Street  tenement — Five  Cents  a 
Spot,"  1889.  Illustration  in  Scribner's  Monthly  Magazine,  after  a  photograph  from 
Jacob  Riis'  How  the  Other  Half  Lives. 

15.5  Howard  Chandler  Christy,  "Her  husband  and  I  turned  on  her  together."  Illustra- 
tion in  Scribner's  Monthly  Magazine,  December  1900. 

15.6  Charles  Dana  Gibson,  "Stage-Struck."  Illustration  in  Collier's  Weekly,  March 
1905. 

15.7  Still  from  You  and  Me,  1938. 

15.8  J.  Henry,  "You  nervy  little  devil,  you!"  Illustration  for  Edna  Ferber's  Fanny 
Herself,  1917. 

15.9  Frederic  Remington,  "Long  sat  waiting  for  an  answer."  Photogravure  from  a 
monochrome  painting,  1892.  Illustration  for  Longfellow's  The  Song  of  Hiawatha. 

15.10  Frederic  Remington,  The  Sentinel.  All  Rights  Reserved.  Courtesy  Frederic 
Remington  Art  Museum,  Ogdensburg,  N.Y. 

15.11  Frederic  Remington,  "Branding  a  Calf."  Process-engraving  from  an  ink  drawing 
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based  on  a  photograph  by  Theodore  Roosevelt.  Illustration  in  Century  Magazine,  April 
1888. 

15.12  Howard  Pyle,  "In  the  Presence  of  Washington."  Illustration  in  Century  Maga- 
zine, April  1897. 

15.13  Still  from  The  Man  Who  Came  to  Dinner,  1941. 

15.14  Jan  Vermeer,  Officer  and  Laughing  Girl.  New  York,  The  Frick  Collection. 

15.15  Still  from  The  Great  Lie,  1941. 

15.16  Jari  Vermeer,  The  Loveletter  (detail).  Amsterdam,  Rijksmuseum. 

15.17  Howard  Pyle,  Thomas  Jefferson  (detail). 

15.18  Gerrit  van  Honthorst,  Christ  before  the  High  Priest.  London,  The  National 
Gallery. 

15.19  Family  photograph,  c.  1905. 

15.20  Still  from  Rembrandt,  1936. 

15.21  Pieter  Saenredam,  The  Old  Town  Hall  of  Amsterdam.  Amsterdam,  Rijksmuseum. 

15.22  Still  from  Day  of  Wrath,  1937. 

15.23  Rembrandt,  Syndics  of  the  Drapers'  Guild.  Amsterdam,  Rijksmuseum.  Marburg/ 
Art  Resource. 

15.24  Still  from  The  Front  Page,  1931. 

15.25  Jacques  Callot,  Combat  with  Swords.  Etching,  1632. 

15.26  Still  from  Alexander  Nevsky,  1938. 

15.27  Jacques  Callot,  "The  Conversion  of  St.  Paul,"  from  The  New  Testament. 
Published  posthumously,  1635. 

15.28  Still  from  Stagecoach,  1939. 
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235,  261,  272.  330 

Bergman,  Ingmar,  421 

Berlin,  56,  309,  31S 

Bibiena  architectural  fantasies,  228. 
231.  234. 295 

Bible,  The  (film),  284,  354 

Biblical  art,  see  Christ;  religious  art 

Bierstadt,  Albert,  9,  354,  356-60 

Birds.  The  (film),  45 

Birth  of  Venus,  The  (Botticelli),  25,  2R 

Black  and  Gray  mother  (Whistler),  346 

black  and  white:  in  architectural  fantasy, 
228.  231—4;  vs.  color,  meaning  in, 
33-5,  37-9,  46-50.  84-5.  253-4.  338. 
374.  453-5;  eighteenth-century  use  of, 
205-12.  224-6.  228.  231-3.  245-60. 
263,  316;  grisaille  manuscripts,  85j 
immediacy  of,  34]  movies,  33,  34,  35, 
39.  41.  43.  46-7.  49.  139.  228.  231. 
254,  280.  411.  440.  450.  453-5; 
narrative,  33,  34-5,  43-6;  nineteenth- 
century  use  of,  279-80.  283-90. 
303-5.  315.  319-20.  325-9.  337-8. 
346-8.  363-5,  402,  407-15,  437,  440; 
Northern  vs.  Italian  use  of,  84-90; 
paintings  reproduced  in,  31-3,  35-7, 
43,  46,  84,  102,  106-7.  178-95.  205. 
217,  290-1,  325-6,  440:  photography, 
33,  34,  35-7,  43,  46,  280j  seventeenth- 
century  use  of,  110-14.  116.  176-95. 
200-6,  208;  sixteenth-century  use  of, 


84-93,  98;  television,  46j  truthfulness 
of,  34,  37,  85-6;  see  also  printed 
graphic  art;  tone 

Blake,  William,  254 

Blechen,  Karl,  305 

Blinding  of  Samson,  The  (Rembrandt), 
183.  186,  181 

block  books,  early,  75-7,  80,  81,  95 

Bloemaert,  Abraham,  169,  1  70 

blur  in  landscape  art  and  movies, 

compared,  267,  268,  273,  279,  280,  287 

Boime,  Albert,  HQ6-7 

Bonnard,  Pierre,  32 

book  illumination,  see  illuminated 
manuscripts 

book  illustration:  block  books,  75-7.  80, 
81,  95j  British,  276-9,  325-9,  332-3. 
336-8;  fourteenth-fifteenth  century, 
33,  52-4.  58-71.  75-81.  85,  87j 
French,  241,  402,  428-9;  German, 
316-18.  324;  Italian,  78,  87-8.  90j 
nineteenth-century,  276-9,  316-18, 
322,  324-9,  332-3,  336-8,  387,  402, 
408,  426.  428;  Northern  European  vs. 
Italian  styles  of,  84-90; 
seventeenth-century,  124.  1 77; 
sixteenth-century,  71-5,  78-83,  98, 
208;  see  also  illuminated  manuscripts; 
illustration;  printed  graphic  art 

Book  of  Hours,  53,  71,  92 

Book  of  Hours  of  Isabel  la  Catolica,  The, 
illumination  from,  69,  ZQ 

Bosch,  Hieronymus,  95,  98,  112,  25_5 

Bosse,  Abraham,  110,  111,  20L  204,  2118 

Boston,  19L  216 

Boston  Museum  of  Fine  Arts,  111 

Botticelli,  Sandro,  6,  18,  25,  28,  38,  54 

Boucher,  Francois,  212.  252 

Boucicaut  Master,  53 

Boursse,  Esaias,  146,  148,  389,  42D 

Boys  in  a  Pasture  (Homer),  366,  366 

Brace's  Rock,  Brace's  Cove  (Lane),  353, 
353 

Bramley,  Frank,  338 
"Branding  a  Calf,"  illustration  in 

Century  Magazine  (Remington),  438, 

439 

Breaking  Point,  The  (film),  121,  123. 


Copyrighted  material 


484 


Index 


Breton,  Jules,  458 

Bridge  of  Chaos  and  Pandemonium,  The, 
engraved  illustrations  for  Milton's 
Paradise  Lost  (Martin),  284,  285*  2S1 

British  art:  eighteenth-century,  187, 

240-  55,  257,  261-5;  illustrative  and 
graphic  tradition,  240-1,  245-7, 
252-5,  261,  263,  273-80.  283-90. 

318-  29.  332-3.  336-8.  346-8.  387. 
413;  landscape,  261-92,  341,  397; 
light  in,  271-2,  279,  281,  327,  329, 
330.  339-42;  and  literature,  links 
between,  240,  24L  252,  276,  278,  320, 
324-9.  332-3.  336:  moral  themes, 

241-  52.  277,  329,  330-2.  338-40;  and 
movies,  compared,  240-52.  265-92. 
324-48.  453.  457;  nineteenth-century, 
114,  187,  261-92,  318-48.  387.  403. 
413,  455,  457;  Northern  European 
influences  on,  261-2,  271-2,  318,  320, 
326,  331.  337.  350.  455;  photography, 
407;  portraiture,  187,  190,  240,  241_, 
261.  344-6:  Pre-Raphaelite,  18,  29, 

319-  22,  324,  330-3,  453;  psychological 
experience  in,  247—8,  252.  261. 
265-92.  327,  329-48;  realism  in,  245, 
322.  324,  330,  336-41;  romanticism 
in,  8,  234,  312.  346;  and  theater,  links 
between,  325-36.  337;  topographical, 
261-2,  265-8,  277-80,  283-92 

Broadsheets,  printed,  204,  245 

Bronte  sisters,  284 

Brown,  Ford  Madox,  330 

Browne,  H.  K.,  329,  336 

Bruegel  the  Elder,  Pieter,  71,  94-8.  112. 

113.  114.  116.  161.  163.  303.  326, 

385,  457 
Bruges,  6_7 
Burgkmair,  Hans,  88 
Burgundy,  52 

Burial  at  Ornans  (Courbet),  398 
Burke,  Edmund,  2fi4 
Burne-Jones,  Edward,  330,  336 
Busch,  Wilhelm,  34,  43,  322 
Byron,  George  Gordon,  Lord,  276,  324 

cabaret  stage,  nineteenth-century,  400 
Cabinet  of  Dr.  Caligari,  The  (film),  301,  43Q 


Cabiria  (film),  228,  231 

Caillebotte,  Gustave,  13,  16,  338,  341, 

386,  417-21,  422,  424 
calendars,  early  illustrated,  71,  15 
calligraphic  cartoon  art,  34 
Calling  of  St.  Matthew,  The  (Terbrugghen), 

119,  120.  121,  242 
Callot,  Jacques,  110,  HI,  112-18.  154. 

204.  208.  209.  455 
camera,  13,  20;  invention  of,  30-2;  as 

neutral  observer,  15;  see  also  movies; 

photography 
Canaletto,  232-9,  240.  261,  2£2 
caper  movies,  1  78 
capitalism,  243 
capriccio,  236-7 

Capriccio:  Palace  with  Clock  Tower 

(Canaletto),  236-7,  237 
Caprichos,  Los  (Goya),  45,  47\  246,  253, 

254,^54,  255,  2£0 
captions,  8j  film,  446 
Caravaggio,  Michelangelo  da,  38,  39, 

104,  109-10,  111,  116,  168,  335; 

theatrical  effects  in,  109-10,  118, 

119-20.  110 
Cardinal  Sisters  Talking  to  Admirers, 

The,  illustration  for  a  novel  by  Halevy 

(Degas),  407,  4M 
caricature,  eighteenth-century,  245 
Carlucci,  Leopoldo,  228,  230 
Caroline  court  masque,  327 
Carracci,  the,  104,  111 
Carrying  of  the  Cross  (Callot),  113, 

113 

carte  de  I'isite  portraits,  36,  414 
cartoon  art,  34,  77,  240,  316;  and  Dutch 

art,  compared,  124-6.  132;  see  also 

animated  cartoons 
Cams,  Carl  Gustav,  309,  352 
Catholicism,  99,  H4,  169,  117 
Cats,  Jacob,  1  77 

Cavaliers  Watering  Their  Horses  (Cuyp), 

158.  159 
Cavell,  Stanley,  20,  300 
celebrity  portraits,  1  91 
cemetery  mural  decoration, 

fifteenth-century,  80-1 
centered  images,  39 
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Century  Magazine  illustration  (Pyle), 

439,  439 
Century  Magazine  illustration 

(Remington),  438,  439 
Ceres,  1QI 

Cezanne,  Paul,  118,  279,  303,  421 

Chabrol,  Claude,  2i<i 

Chaplin,  Charlie,  3113 

Chardin,  J.  B.  S.,  14,  39,  136,  205, 
212-19.  221,  222,  236.  241.  243,  246. 
248.  257.  395.  42J 

Charge  of  the  Light  Brigade,  The  (film),  ±M 

Charlemagne,  314 

Charles  II,  King,  1 56 

Chase,  William  Merritt, 

Chasseriau,  Theodore,  396 

Chastised  Son,  The  (Greuze),  247,  Uh 

chiaroscuro,  16,  20,  26,  33-4.  111.  231; 
in  graphic  art,  34,  35,  46,  4JL  179, 
190.  225,  246.  407.  432.  433;  in 
movies,  4JL  49,  453,  455,  45S;  in 
Northern  European  art,  16,  1  79,  1 90, 
212 

Child,  The  (Holbein),  81-2.  M 

Child  and  Mother  in  a  Bedroom  (Do 
Hooch),  133,  Mi,  L5J 

children,  378;  in  eighteenth-century 
French  art,  212-1 6;  in  nineteenth- 
century  American  art,  378-83;  in 
seventeenth-century  Dutch  art,  1 32-6, 
157,  378-9;  in  seventeenth-century 
Spanish  art,  378—82 

children's  books,  9 

Chodowiecki,  Daniel,  249-52.  316,  322, 
324 

Christ,  57,  61,  64,  65,  7JL  80,  83,  275, 
318;  in  movies,  1 20;  in  nineteenth- 
century  art,  292-5;  in  printed  graphic- 
art,  76,  79,  80,  85,  88,  183;  in 
seventeenth-century  art,  1 19-20.  121. 
124,  163,  183-7;  see  also  Madonna  and 
child;  religious  art 

Christ  before  the  High  Priest  (Honthorst), 
443,  AAA 

Christ  Carried  to  Heaven  by  Angels 

(Baldung-Grien),  88,  83. 
Christ  Carrying  the  Cross  (Van  Dyck),  45, 

Ah 


Christian  mythology,  102,  292,  29J3 

Christ  Presented  to  the  People 
(Rembrandt),  183,  1BA 

Christus,  Petrus,  61_,  Tfi 

Christy,  Howard  Chandler,  432,  441) 

Church,  Frederick  Edwin,  9,  39,  354,  35i) 

Cima  da  Conegliano,  fi3 

"Cinderella,"  49 

cinematic  mode  in  art:  American, 
351-92,  430-5.  440-58:  British, 
240-52.  265-92.  324-48,  453.  457; 
Dutch,  14,  16-23,  28,  119-206,  240, 
243,  300,  327,  440-3,  445.  450-3. 
455;  Flemish,  14,  16-17.  2_L  22,  27, 
53-73.  94-8;  French,  112-18,  208-9, 
243,  247-9,  399-422,  426-30,  436; 
German,  102-8.  294-324.  339.  430; 
Italian,  221-39.  261-2.  446.  458: 
Northern  European,  4-7,  14.  1 6-25. 
27,  28,  36,  54-73.  82,  88,  91-8, 
101-14,  119-206,  240,  243,  300,  327, 
440-2.  445.  450-3,  455;  Spanish, 
255-60,  273-6;  see  also  movies 

Cinematographe,  429 

cinematography,  20-1.  27.  50,  61,  111, 
449;  late-eighteenth-century 
anticipation  of,  30-1;  see  also  movies 

Clarissa  series  (Highmore),  242 

Clark,  Kenneth,  14,  61 

Clark,  T.  J.,  39ii 

Classical  mythology,  99_,  102-9,  161, 

334—6;  sec  also  mythology 
Classical  tradition  in  art,  6,  7_,  LL  391 ; 

eighteenth-century,  207,  212,  221. 

395;  fifteenth-century,  52,  59-64; 

French,  395-8,  404;  idealism  in,  7,  14, 

18,  52,  58,  59-60;  Italian,  14,  17-18. 

29,  52,  58,  59-60,  90,  96,  99,  109, 

111,  118,  119-20.  162.  221.  395; 

psychological  experience  in,  18,  22, 

25,  29,  59-62,  90,  109,  160; 

seventeenth-century,  1 19-20,  162, 

169,  207 
Claude,  see  Lorrain,  Claude 
Cleopatra  (film),  1  76 
Clock,  The  (film),  98 
cloister  mural  decoration, 

fifteenth-century,  80-1 
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close-ups,  film,  445,  446 

clothing,  see  costume;  fashion 

clouds,  in  eighteenth-century  Italian  art, 

223,  221 
Codde,  Pieter,  154 
Cole,  Thomas,  354-6.  357,  359,  3fiD 
collaborative  effort,  in  reproductive  art, 

93,  118 

Collier's  Weekly  illustration  (Gibson), 

432,  434 
Colonna,  01) 

color,  46-50;  vs.  black  and  white, 

meaning  in,  34-5,  37-9.  46-50.  84-5. 
253-4,  338,  374,  453-5;  in  early 
religious  prints,  76,  84;  effect  on 
senses,  34j  Impressionist,  37j  Italian 
vs.  Northern  use  of,  85—6,  88;  and 
light,  16,  17,  20,  86,  118j  movies,  20, 
46-50,  453-5;  photographic 
reproduction,  48-9;  Pre-Raphaelite, 
330,  453;  and  realism,  46-50;  and 
Romanticism,  49j  suppressed  in 
Northern  European  art,  85-6,  88,  253; 
symbolic  meaning  in,  48j  and  tone, 
relationship  in  painting,  37-9;  in 
twentieth-century  art,  48 

colorized  movies,  46-7 

Combat  with  Swords  (Callot),  454,  455 

Comedie  (French  theater),  207 

comedy,  34,  43j  in  British  art,  242; 
eighteenth-century,  223,  224,  242;  in 
Italian  art,  207,  223,  224;  movies,  8, 
28,  47,  49,  126,  127-8,  178;  musical, 
47.  247;  in  nineteenth-century 
illustration,  322,  324;  in  seventeenth- 
century  Dutch  art,  124-31,  145,  200: 
television,  126j  theater,  207,  23J 

commercial  art,  35,  200,  368; 

eighteenth-century,  200,  208-12: 
fashion,  10,  200,  204,  208-9.  217; 
photography,  9,  31_,  35,  36,  6_L  263, 
407;  seventeenth-century,  200;  see  also 
illustration;  printed  graphic  art 

composition,  8,  45j  arbitrary,  8_,  21-2, 
28,  53-9.  91,  109,  121  (see  also 
ambiguity);  hip-length  views,  120-1; 
Rococo  asymmetry,  228.  248 

Concert  Singer,  The  (Eakins),  37_L  312 


Conspiracy  of  Claudius  Civilis,  The 

(Rembrandt),  23,  2R 
Constable,  John,  279 
continuity  sketches,  43-6,  225,  227,  316, 

432;  for  Gone  With  the  Wind,  4±,  45 
contre-jour  technique  for  landscape 

lighting,  153 
Conversion  of  St.  Paul,  The  (Bruegel),  9Ji 
"The  Conversion  of  St.  Paul,'*  from  The 

New  Testament  (Callot),  455,  456 
Cooper,  Gary,  1 54 
Copenhagen  Academy,  424 
Copley,  John  Singleton,  350-1,  355 
copper,  paintings  on,  1 02 
Corinth,  Lovis,  339 

Corot,  Jean  Baptiste  Camille,  397,  411 

costume:  books,  sixteenth-century,  208; 
Dutch  plates,  200-2;  eighteenth- 
century  Italian,  222-4,  231;  film,  28, 
231;  French  plates,  201,  203-4;  see 
also  fashion 

Cotman,  John  Sell,  265,  262 

Cotopaxi  (Church),  359 

Cottage  Dooryard  (Van  Ostade),  124-5, 
125 

coulisses,  94j  1  59 
Counter-Reformation,  99,  1 14 
Couple  in  a  Bedroom  with  a  Dog  (De 

Hooch),  135,  131 
Couple  Looking  at  the  Moon  (Friedrich), 

298, 299 

Courbet,  Gustave,  30,  338,  394,  396, 

398,  458 
Course  of  Empire,  The  (Cole),  354, 

355-6 

court  masques,  126,  169,  327 

court  theater,  Italian,  327 

Couture,  Thomas,  398 

Cox,  Kenyon,  432 

Cozens,  J.  R.,  265 

Crawford,  Joan,  368 

crime:  eighteenth-century  depictions  of, 
245,  255;  movies,  47,  49,  431) 

critics,  art,  27,  284,  292;  nineteenth- 
century  French,  393 

critics,  literary,  284 

Croquet  Game,  The  (Homer),  361,  362 

Croquet  Player  (Homer),  361,  363 
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Cross  by  the  Baltic,  The  (Friedrich),  295, 
296 

Cross  in  the  Mountains,  The  (Friedrich), 

292,  293,  294,  294.  295 
Crozat  collection,  207 
Currier  and  Ives,  47 
Cuyp,  Aelbert,  158,  160,  2ilO 

Da  Costa  Hours,  The,  illuminations  from 

(Bening),  74,  72-3 
Daddy's  Girl  (Fischl),  390,  332 
Daguerre,  Louis,  426-7,  430 
Dahl,  Hans,  309,  352 
Daisy  Miller  (James),  370 
"Dallas"  (TV  show),  128 
Dance  of  Death,  The  (Holbein),  81-2,  83* 

86,  93,  97,  24il 
Dance  of  Salome,  The  (Hogers),  163,  165, 

166 

Dancers  Climbing  a  Stair  (Degas),  401, 
401 

Danish  movies,  446 

Danish  nineteenth-century  realism, 

424-5,  446 
Danse  Macabre  theme,  80-1,  244 
Dante,  78,  312,  428,  446 
Danube  Valley,  The  (Altdorfer),  92,  9A 
Dark  Day,  The  (Bruegel),  H5 
Daughters  of  Edward  Boit,  The  (Sargent), 

378,  379.  3E3 
Daumier,  Honore,  34,  43,  315,  316,  322, 

398,  400,  401,  4112 
David,  Gerard,  67,  124 
David,  J.  L.,  257,  4M 
David  and  Goliath,  77 
Davis,  Bette,  3£8 
Day,  Doris,  126,  368 
daylight,  1 8-20 

Day  of  Wrath  (film),  still  from,  45L  452, 
455 

Days  of  Heaven  (film),  4ii 
Dean,  James,  1 54 

Death  Gives  Audience  (Tiepolo),  225,  22A 
death  theme,  in  sixteenth-century  prints, 

79,  80-2,  86,  88 
decorative  borders,  in  early  printed 

books,  84 

Degas,  Edgar,  13,  15,  16,  22,  37,  259, 


346,  347,  375,  386,  389,  395,  398, 
399,  400,  401,  403-6,  411,  414,  416, 
417,  421,  422,  426,  446,  458;  bathers, 
406.  408;  graphic  work,  402,  407-9, 
413;  historical  paintings,  404 

De  Gelder,  Aert,  163,  272,  3J_8 

De  Hooch,  Pieter,  15,  130,  Hi,  132-6, 
142,  143,  147,  148,  153,  154,  157, 
158,  176,  177,  197,  211,  243-4.  271, 
310,  363,  378,  379,  3JU 

De  Hooghe,  Romeyn,  204 

Delacroix,  Eugene,  29,  279,  284,  3JJL 
312,  394,  395,  396,  406-7 

De  Lairesse,  Gerard,  1 97 

Delaroche,  Paul,  28,  396-8 

De  la  Tour,  Georges,  22,  114-18,  121, 
366 

De  Laurentiis,  Dino,  284,  254 

Delft,  173,  234,  2J15 

Deluge  theme,  283 

DeMille,  Cecil  B.,  Ill 

Denmark,  451 

De  Palma,  Brian,  259 

Departure  in  the  Early  Morning 

(Schwind),  312-13.  313 
Deposition,  1 87 
Derby  Day  (Frith),  1H,  327 
Desastres  de  la  Guerra,  Los  (Goya),  253, 

254,  255,  256,  260 
Descent  from  the  Cross,  The  (Rembrandt), 

183.  1H5 

Destruction  of  Tyre,  The  (Martin),  287, 
288 

devices  of  motion,  in  painting,  20-5 
De  Witte,  Emanuel,  30,  139-41,  143, 

148,  1 73-5,  176,  233.  235.  261.  346. 

390,  404 
diagrams,  black  atid  white,  3Ji 
Diana,  7J) 

Dickens,  Charles,  322,  324,  328,  332, 
403 

Dickens  illustrations  (Browne),  328,  329 
Dickinson,  Angie,  368 
Diderot,  Denis,  5_L  246,  248 
Diebenkom,  Richard,  390,  3JH 
Diligent  Mother,  The  (Chardin),  213,  2±5 
dioramas,  early-nineteenth-century,  9, 
281-2,  284,  426-7 
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Disasters  of  War,  The  (Goya),  253,  254, 

255,  256,  2£0 
Disney,  Walt,  92,  428j  and  Dutch  art, 

compared,  124,  125,  1 26 
Disney  Seven  Dwarfs,  125 
Dispatch,  The  (Terborch),  151-2,  152, 

1 53-4 

Distant  View  with  Branch  of  Pine  Trees 

(Seghers),  101,  102,  300 
Doctor's  Visit,  The  (Schalcken),  199,  199* 

200 

Doctor's  Visit,  The  (Steen),  126,  127,  200 
documentary  graphics,  popular,  426-45 
documentary  movies,  48-9,  430 
documentary  painting,  nineteenth-century 

American,  356-61,  371-5 
documentary  photography,  27j  34,  255, 

440 

dogs,  in  Dutch  art,  133,  154,  193-5,  1M 
Domes  of  the  Yosernite,  The  (Biers tadt), 

359 
Donatello,  8fi 

Dore,  Gustave,  427-9,  430 

Dou,  Gerard,  28,  125-6,  130,  133,  139, 

199,  200.  455 
Douglas,  Kirk,  455 
Doyle,  Sir  Arthur  Conan,  46,  331 
Dracula,  9J2 

drawings,  28,  34,  43,  80,  187,  290j 
eighteenth-century,  227,  253-5; 
immediacy  of,  34i  for  movies, 
illustrations,  and  paintings,  compared, 
43-5,  227;  nineteenth-century,  290, 
297,  300,  303-7,  318,  396-7,  413; 
relating  to  Dutch  painting,  177-8,  194, 
227;  seventeenth-century,  112,  187, 
193-4;  sixteenth-century,  78,  80j  see 
also  line;  sketches 

Dresden,  30E 

Dresden  Academy,  308 

Dreyer,  Carl,  71,  425,  454 

Dr.  Strangelove  (film),  284 

drypoint,  sixteenth-century,  80 

Duccio,  52 

Duchess,  The  (Holbein  woodcut),  81-2,  83 
Du  Maurier,  George,  324 
Durer,  Albrecht,  60,  78,  88,  1_06,  245, 
253,  312,  316,  333;  graphic  work, 


79-81,  82,  84,  86,  87,  90,  93,  H2,  180, 
183;  watercolors,  93-4,  2ii4 

Duret,  Theodore,  34fi 

Diisseldorf,  358,  3&9 

Diisseldorf  Academy,  314,  358 

Dutch  art,  52,  87,  350,  376;  ambiguity 
in,  1_7,  127,  136-7,  142-8,  156-8,  161. 
170,  200;  American  art  influenced  by, 
350,  352,  358-60,  381,  386,  389,  390, 
391,  393,  443,  450-1;  and  American 
culture,  compared,  124-6,  128-30, 
137,  154;  cinematic  mode  in,  14, 
16-23,  28,  3_L  119-206,  240,  243, 
300.  327,  440-3,  445,  450-3,  455; 
comedy  in,  124-31,  145,  200;  done  in 
pairs,  157;  drawings  relating  to 
paintings,  177-8,  194.  227;  fantasy  in, 
176.  191.  197;  fashion  in,  148-57, 
167,  168,  198,  200-2,  208,  211,  212; 
fifteenth-century,  60j  French 
influenced  by,  205-19,  221,  395,  398, 
401,  403,  407,  418-20;  French 
influence  on,  197,  198,  201-5;  genre 
scenes,  124-57,  170-7,  197-202,  206, 
217,  241,  252,  271,  446;  German  art 
influenced  by,  300,  309,  316,  318] 
graphic,  124,  1_54,  176-95,  200-2,  204, 
386,  450;  high  vs.  low,  177-8; 
hip-length  views  in,  120-1;  history 
painting,  161-71.  177-8.  198-9, 
interior  scenes,  131-57,  171; 
landscape,  158-61.  171.  173-6.  234. 
235,  261-2.  271.  300.  397;  late- 
seventeenth-century  refinement  of, 
197-206;  light  in,  16,  19,  22-5,  28,  61, 
116,  119-20,  131.  133,  139-60,  168, 
179-98,  241,  271,  327.  443; 
mannerism,  169-70;  music  scenes, 
143,  198,  448;  mythic  themes,  161-9. 
170,  171;  realism  in,  126,  137-8,  161, 
176,  208,  257,  312,  350;  and  role  of 
the  painter,  177-8;  romanticism  in, 
198,  200;  sacred  scenes,  119-24,  163, 
169-70,  177.  183-7.  244; 
seventeenth-century,  8,  17,  28,  60, 
111.  116.  118.  119-206.  300.  309. 
378-9.  386.  440-3.  450.  455;  sexuality 
in,  128-30.  136-42.  148-9.  154.  163, 
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171,  198,  200,  455;  sixteenth-century, 
90;  soldier  scenes,  148-57;  Spanish 
art  influenced  by,  253,  255,  257j 
theatrical  effects  in,  159-65,  170,  176, 
207;  topographical,  173-6,  234, 
261-2,  211 

Dutch  Rhetorical  Societies,  1 26 

Duyster,  Willem,  149-51,  154 

"Dynasty"  (TV  show),  128 


Eakins,  Thomas,  37,  38,  360,  370-6, 
378,  381,  383,  387,  390,  391,  393 

Early  Snow;  Entrance  into  a  Wood 
(Friedrich),  303,  M4 

Eclisse,  V  (film),  43 

Ecole  des  Beaux-Arts,  394,  33£ 

Edinburgh,  214 

Edison,  Thomas,  423 

editing,  film,  20-1,  26,  50,  212,  352,  443 

Eidophusikon  (De  Loutherbourg),  281 

eighteenth-century  art,  28,  29j  American, 
350-1;  architectural  scenes,  227-39; 
British,  187,  240-52,  254-5,  257, 
261-5:  French,  205-19.  239.  240-3, 
246-9,  252,  257,  261-2,  394-5,  398, 
399;  German,  249-50;  graphic, 
205-12,  217,  224-6,  231-3,  240, 
245-60,  263,  316,  398-9;  historical 
painting,  206,  246-7;  Italian,  221-39, 
261-2;  landscape,  91,  232-9.  261-5; 
late,  photographic  effects  anticipated 
in,  30-1;  moral  themes,  241-52; 
narrative,  28,  29,  243-52,  273-4; 
religious,  221-8;  secular,  205-19,  221, 
228-61;  Spanish,  252-60,  273-6;  and 
theater,  links  between,  207-8.  210, 
211,  212,  221-4,  227-31,  234,  236, 
247,  249,  281-2,  318 

Eisenstein,  Sergei,  334,  446 

Elegant  Couple  in  an  Interior,  An 
(Verkolje),  196,  197-8 

Elevation  of  Mary  Magdalen,  The 
(Baldung-Grien),  88,  8R 

Elinga,  Pieter  Janssens,  146-8,  420 

Elsheimer,  Adam,  102-9,  111,  112,  118, 
183.  200.  204.  253 

Emblemata  (Alciati),  9D 


emblem-books,  33,  9_fl 

emotional  effects  in  art,  see  psychological 
experience 

endlessness,  in  movies,  2fi 

Enfants  du  Paradis,  Les  (film),  457 

England,  91_,  187,  13D 

English  art,  see  British  art 

engravings,  3,  9,  31,  35,  76,  406; 
American,  363-5,  386-7;  British, 
240-1.  245-7.  277-80,  283-90, 
325-9.  332-3,  346-7; 
eighteenth-century,  205-12,  217. 
224-6,  231-3,  245-60.  263;  French, 
201-12.  217.  241.  246-7.  252, 
399-400,  402,  407;  Italian,  86-90,  99j 
nineteenth-century,  263,  276-80, 
283-90,  314-15,  325-6,  338,  346, 
363-5,  387,  402,  407,  437-40,  443-5; 
Northern  European,  78-9.  80,  86,  93, 
99,  102,  116,  154,  177-95.  200-2. 
204,  450;  portraiture,  190-5; 
seventeenth-century,  99,  102,  106-14, 
116,  154,  177-95,  200-6,  208,  450; 
sixteenth-century,  78-9,  80,  86,  93;  see 
also  mezzotint;  printed  graphic  art 

engulfing  effect:  of  cinematic  art,  16-17, 
19-23,  28-9,  61,  96-7.  266-7.  351;  of 
movies,  15-16.  20-1.  28-9.  61,  97, 
266-7.  354 

Entombment,  The,  first  state  (Rembrandt), 
179.  im 

Entombment,  The,  fourth  state 
(Rembrandt),  179,  1E1 

Erasmus,  84 

eroticism,  see  sexuality 

E.  S.,  Master,  18 

Escape  from  Burning  Troy,  214 

etching,  34,  35j  eighteenth-century, 
224-6.  232-3.  246;  nineteenth-century 
British,  279-80.  283-4,  287-90, 
346-7;  nineteenth-century  French, 
407-15;  seventeenth-century,  112-13, 
179-95,  450;  sixteenth-century,  80, 
92;  twentieth-century,  387;  see  also 
printed  graphic  art 

Evangeline  (film),  still  from,  301,  302 

Eve  of  St.  Agnes,  The  (Hughes),  330,  3A1 

Eve  of  St.  Agnes,  The  (Millais),  33D 
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Execution  of  Lady  Jane  Grey  (Delaroche), 

398 

Expressionism,  34,  37,  48,  101,  301, 

355,  391,  424,  4311 
Expulsion  from  the  Garden  of  Eden,  The 

(Cole),  354,  355,  2te 
Eyck,  Jan  van,  5,  6,  14,  16,17,  18,  2L 

30,  54,  58-9,  6_L  6_L  76,  85,  1_06,  112 

fade-outs,  2fi 
Faed,  John,  2E 

fairy-tale  illustration,  92j  German 
Romantic,  125,  309,  311-14; 
nineteenth-century  French,  428 

Fall  of  Icarus,  The  (Bruegel),  94-5,  35, 
96-8,  Ml 

Fall  of  Nineveh,  The  (Martin),  289^  220 

"The  Fall  of  Satan,"  illustration  for 
Milton's  Paradise  Lost  (Dore),  428,  429. 

fame,  artistic,  increased  by  early  printed 
graphic  art,  78-9,  84,  180 

family  photographs,  446-7,  447 

fancy-dress,  308,  3JL8 

fantasy,  27,  1 76,  297;  in  American  art, 
349;  architectural,  227-31,  284-7, 
295,  333,  407,  409-11;  in  Dutch  art, 
176,  191,  197;  in  eighteenth-century 
Italian  art,  227-31;  in  eighteenth- 
century  Spanish  art,  253.  255. 
259-60;  in  German  Romantic  art, 
309-16,  324;  and  movies,  446j  in 
nineteenth-century  French  art, 
409-11.  421^30 

Fantin-Latour,  Henri,  395,  398.  407, 
414.  416.  421-3.  424 

Farmer's  Wife,  illustration  in  (Hopper), 
387,  MB 

Farnese  Hercules,  The  (Goltzius),  35,  M 
fashion,  10,  139,  432-3;  in  American  art, 
363,  368,  370,  371,  432-3;  in  British 
art,  269-71;  in  Dutch  art,  148-57, 
167,  168,  198,  200-2,  208.  211.  212: 
eighteenth-century,  205-13.  217.  239. 
257-60;  fancy-dress,  308,  31_8j  in 
French  art,  201-13,  217.  239,  241, 
243,  247,  259,  398-9;  in  German 
Romantic  art,  307-8,  316.  318;  and 
movies,  28,  23_L  257,  308j  in 


nineteenth-century  art,  10,  259, 
269-71,  432-5;  photography,  208; 
seventeenth-century,  111,  1 13, 
148-57,  167,  168,  198,  200-6,  208-10, 
211,  212;  and  sexuality,  211-21,  247, 
257,  259-60,  269;  in  Spanish  art, 
257-60;  and  television,  257;  in 
turn-of-the-century  illustration,  432-5; 
see,  also  costume 

Fatal  Attraction  (film),  48 

Fatherly  Advice.  (Terborch),  33 

Faust  (stage  production),  333 

Feiffer,  Jules,  43 

fifteenth-century  art,  121,  255;  book 
illustration,  61_,  64-71,  75-8,  80-1. 
85,  87j  Dutch,  60j  Flemish,  52-71.  76, 
102,  259;  German,  60j  illusionism  in, 
52-68;  Italian,  52,  54,  59-64,  68,  87; 
Northern  European,  16,  17,  2JL  52-71, 
75-8,  80-1,  85,  87,  90,  102,  259; 
printed  graphic,  4,  6,  75-8,  80-1.  85; 
psychological  experience  in,  56-71, 
7fi-6 

Fighting  Temeraire,  The,  2fi7 
figurative  stiffness  in  British,  Dutch, 

and  Spanish  art,  compared,  271 ,  274 
figure  of  a  nobleman  from  La  Noblesse 

lorraine  (Callot),  20^  204 
figures  de  diverses  caracVeres,  208-10. 

239,  398 

figures  de  mode,  200-2.  208-10.  237. 
239 

film  noir,  39,  407,  436,  445 
Fire,  The  (Goya),  274,  21A 
Fischl,  Eric,  390-2 
Five  Portraits  (Hammershoi),  425,  425 
Flagg,  James  Montgomery,  440 
Flameng,  Leopold,  328 
Flemalle,  Master  of,  76,  85,  255 
Flemish  art,  52,  87,  190,  330,  350; 
ambiguity  in,  58,  59,  97;  cinematic 
mode  in,  14,  16-17.  2JL  22,  27,  53-73, 
94-8;  fifteenth-century,  52-71.  76, 
102,  259;  illuminated  manuscripts,  53, 
58-61,  64-71,  85,  87,  274; 
illusionistic  rendering  of  surface,  17, 
21,  22,  52,  53-9,  61j  light  in,  16-17, 
2L  22,  53-6,  59,  61,  65-8,  7L  85, 
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94—5,  327;  mannerism,  99,  1 69; 
nineteenth-century,  334-6;  Pre- 
Raphaelites  influenced  by,  330,  331; 
religious  experience  in,  53,  54,  56, 
67-8;  seventeenth-century,  99,  206; 
sixteenth-century,  90,  94-8;  Spanish 
art  influenced  by,  255,  257,  259 

Flight  from  Burning  Troy,  The 
(Elsheimer),  1H4 

Flight  into  Egypt,  The  (Elsheimer),  106, 
107 

Floor  Scrapers,  The  (Caillebotte),  338-9, 

340.  341,  419 
Florence,  35,  59,  116,  200 
Florentine  painting,  59,  88,  90 
Focillon,  Henri,  1_5 
folk  art,  American,  349 
folkloristic  iconography  in  early  prints 

and  movies,  compared,  76-8,  1 24-30 
folk  tales,  German  Romantic  interest  in, 

125,  309,  311-14 
Forbidden  Planet  (film),  2S4 
Forge  of  Vulcan,  The  (Velazquez),  lfi 
forgeries  of  artists'  signatures,  IS 
Fortuna,  La  (Tiepolo),  222,  222-3 
fourteenth-century,  52,  165;  book 

illustration,  52,  53,  59,  75,  85,  82 
Fragonard,  Jean  Honore,  28,  212 
France,  30,  52,  53,  99,  332,  393]  see  also 

Louis  XIV,  King;  Paris 
Francesca,  Piero  della,  see  Piero  della 

Francesca 
Franciscan  Order,  116 
Francis  I,  King,  82 
Frankenstein,  9_2 
Frankenstein  (film),  301 
Frankfurt,  1H2 

Frederick  at  Hochkirk  (Menzel),  318,  321 

Frederick  the  Great,  450 

Frederick  the  Great  biography  (Menzel), 

316-18,  322,  403,  432,  433,  450 
freeze-frames,  2fi 

French  Academy,  206,  246,  393,  394, 
396 

French  art:  academic  training  for,  393, 
394,  396,  397;  and  cinematic  tradition, 
112-18.  208-9.  243,  247-9,  399-422, 
426-30,  436;  Dutch  art  influenced  by, 


197,  198,  201-5;  Dutch  influence  on, 
205-19,  221,  395,  398,  401,  403,  407, 
418-20;  eighteenth-century,  205-19, 
239,  240,  241-3.  246-9,  252.  257. 
261-2,  394-5,  398,  399;  fashion  in, 
201-13,  217,  239,  241,  243,  247,  259, 

398-  9;  fourteenth-century,  52,  53j 
genre  themes,  205-19,  246-9,  395, 
396.  398,  399,  404,  405,  414;  graphic, 
201-12.  217.  241.  246-7.  252. 

399-  400.  402-3.  406-15,  426-9,  443; 
landscape,  397-8.  409-1 5;  light  in, 
116,  118,  361,  418,  419,  427; 
Neoclassicism,  395-8.  404; 
nineteenth-century,  18,  30,  37,  259, 
347,  368,  369-70,  389,  393-422, 
426-30;  Parisian  center  on,  205-6, 
393-5,  398-400;  photography,  407, 
409,  413,  426-7;  portraiture,  190, 
201,  204,  247,  395,  414-18,  421;  post- 
Revolutionary  stylistic  changes, 
393-8;  psychological  experience  in, 
207-19.  247-9.  339.  341,  403-22; 
realism  in,  30,  114,  210,  21_3,  21_7,  338, 
346,  394,  395.  409,  458;  seventeenth- 
century,  112-18,  162,  197.  201-6. 
211,  394,  395;  sexuality  in,  209-11. 
216-17.  247,  404.  415-16;  symbolism, 
336;  and  theater,  links  between, 
207-8.  210.  211.  212,  399-401,  426-7; 
youthful  facial  style  in,  21  2-1  6 

French  Fine  Arts  Academy  (Rome),  396 
French  Lieutenant's  Woman,  The  (film), 
453 

French  movies,  457-8;  early,  426-30 
French  Revolution,  393-4,  395 
frescoes,  5,  10,  111;  eighteenth-century 

Italian,  221-4,  227,  231 
Frick  Collection,  the,  143 
Fried,  Michael,  5L  248 
Friedrich,  Caspar  David,  39,  94, 

292-309,  310,  342,  352,  376,  424, 

445;  graphic  work,  303-7 
Frith,  William  Powell,  28,  39,  114,  327, 

329 

frontispieces,  in  early  printed  books,  84 
Front  Page,  The  (film),  still  from,  453, 
455 
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Full  Metal  Jacket  (film),  443 
Fiissli,  Johann  Heinrich,  254 

Gainsborough,  Thomas,  257 
Galassi,  Peter,  3D 

Galaxy,  The,  Homer's  illustrations  for, 
363,  M5 

Galen,  Nicholas  van,  165.  167.  1  68 
Galileo,  llfi 

Gallery  nf  H  M  S  "Calcutta,"  The 
(Tissot),  369,  32Q 

gambling  scenes,  1 1 5 

Garbo,  Greta,  260,  443 

Gauguin,  Paul,  421 

Gautier,  Theophile,  2&4 

genre  art,  10,  35j  distinctions  between 
high  and  low,  10,  llj  eighteenth- 
century  French,  205-19,  246-9,  395; 
German,  125,  309,  311-14,  318,  319; 
and  historical  scenes,  linked,  1 70-1; 
Impressionism  as,  368;  nineteenth- 
century  American,  368,  389; 
nineteenth-century  French,  395,  396, 
398,  399,  404.  405.  414;  seventeenth- 
century  Dutch,  124-57,  170-7, 
197-202,  206,  217,  241,  252,  271,  44fi 

Gentleman  of  Quality  (De  St. -Jean),  200, 
202 

George  IV  at  the  Provost's  Banquet 
(Turner),  274,  221 

German  art,  52,  87,  354;  cinematic  mode 
in,  102-8.  294-324,  339,  340;  Dutch 
influence  on,  300,  309,  316,  318: 
eighteenth-century,  249-50; 
fifteenth-century,  60j  genre  scenes, 
125,  309,  311-14,  318,  329; 
illustrative,  125,  309,  311-24.  387; 
light  in,  106,  297-8,  303,  305. 
309-11,  315;  nineteenth-century,  39, 
40,  91,  92,  234,  292-324.  329,  339, 
358,  387,  424;  Realism,  39,  49,  160, 
260,  284,  298,  300.  301.  314-24; 
Romantic,  8,  39,  40,  91_,  92,  234, 
292-315,  424,  430:  seventeenth- 
century,  102-8;  sixteenth-century, 
79-84,  86,  87,  90,  93-4 

German  movies,  39,  430,  445,  450 

German  Renaissance  humanism,  79-80 


German  type,  81 
Germany,  39,  91_,  308,  358,  233 
Gerome,  Jean  Leon,  28,  398,  404,  4JiS 
Getting  out  of  the  Bath  (Degas),  407,  MR 
Gheeraerts,  2fi2 

Ghent  Altarpiece  (Van  Eyck),  5,  64 
Ghent  illuminations,  6_7 
Gibson,  Charles  Dana,  432,  440 
Gilpin,  William,  2fi2 
Giorgione,  18,  90,  106 
Girtin,  Thomas,  265 
Gish,  Lillian,  2fi0 

Glass  of  Water  and  Coffeepot,  with  Onions 

(Chardin),  219,  219. 
Gleyre,  Charles  Gabriel,  404 
"The  Gnarled  Monster,"  illustration  for 

The  Legend  of  Croquemitaine  (Dore), 

428,  12B 
Godard,  Jean-Luc,  43 
Goes,  Hugo  van  der,  2L,  5j4,  56,  58,  67, 

76 

gold  engraving,  80 

Goltzius,  Hendrick,  35,  110,  HI,  112, 

190,  204 
Gombrich,  E.  £L,  48 
Goncourt  brothers,  403 
Gone  With  the  Wind  continuity  sketch 

(Menzies),  41,  45 
good  and  bad  art,  sec  high  and  low  art 
Gordale  Scar  (Ward),  28L,  2&2 
Gothic  Cathedral  by  a  River  (Schinkel), 

39,  40,  309 
Gothic  revival,  eighteenth-century 

British,  2G1 
Gothic  script,  8_7 
Goudt,  Hendrick,  106-7 
Governess,  The  (Chardin),  217,  21B 
Gowing,  Lawrence,  2S 
Goya,  Francisco,  9,  Li,  17,  21,  25,  34, 

38,  49,  69,  76,  252-60,  261,  265.  271. 

273-4,  275,  276,  284,  303,  326,  336, 

338.  401,  407,  411,  421,  439,  440, 

446,  459;  graphic  work,  45,  246, 

252-6,  2fi0 
Grand  Manner,  The,  35J. 
Grand  Siecle,  224 
Granger,  Stewart,  343 
Grapes  of  Wrath  (film),  41 
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graphic,  definitions  of,  33 
Graphic,  The,  337-8 
graphic  art,  see  printed  graphic  art 
Gravelot,  Hubert  Francois,  241 
Great  Day  of  His  Wrath,  The  (Martin), 

287,  2HH 

Great  Lie,  The  (film),  still  from,  442,  443 
Great  Train  Robbery  (film),  4_3fl 
Greco,  El,  99 
Greece,  334,  391 
Greek  tragedies,  23 
Greek  vases,  433 

Greuze,  J.  B.,  28,  212,  246-9,  250,  232 
Griffith,  D.  W.,  228,  259,  284,  334,  349, 

430,  431.  45J5 
Grimshaw,  Atkinson,  342-3 
grisaille:  early  manuscripts,  85j  Venetian 

painting,  99 
Guardi,  Francesco,  234,  236 
Guercino,  1 87 

guilds,  early  book  illustration,  67,  69.  25 
Guys,  Constantin,  400,  4111 

Haarlem,  1  75-6 
Haarlem,  Cornelius  van,  16_9 
Hague,  The,  31,  3S9 
Halevy,  Degas  illustration  for,  407,  409 
Hals,  Frans,  3L  193 
Hammershoi,  Vilhelm,  424-5 
"handless  eye,"  15,  L7 
Hannibal  Crossing  the  Alps  (Turner),  272, 
272,  213 

"Hard  Lines,"  illustration  in  Punch's 

Almanack  (Keene),  323,  324 
Harlow,  Jean,  260 

Harlowe  Family,  The  (Highmore),  243, 
2AA 

Harper's  Weekly,  Homer's  illustrations 

for,  363,  3£A 
Harunobu,  458 
Hasselt,  168 
Hazlitt,  William,  219 
Heade,  M.  J.,  332 

Head  of  a  Young  Girl  (Vermeer),  200 
"He  did  it  just  on  purpose  to  frighten 

me  .  .  ."  illustration  in  Farmer's  Wife 

(Hopper),  387,  338 
Heiress,  The  (film),  L7_fi 


Henri,  Robert,  387 

Henri  I)e  Gas  and  His  Niece  (Degas), 

416,  411 
Henry,  J.,  435 
Hepburn,  Katharine,  368 
heretics,  245 

"Her  husband  and  I  turned  on  her 
together,"  illustration  in  Scribner's 
Magazine  (Christy),  432,  41A 

heroic  depictions,  nineteenth-century 
British,  334-7 

Herzog,  Werner,  8ii 

Heston,  Charlton,  168,  335,  453 

Heyden,  Jan  van  der,  1  76 

high  and  low  art:  distinctions  between, 
10-11.  27,  31-2.  43,  76,  448;  Dutch, 
177-8;  eighteenth-century  British, 
245-6;  movies,  8,  10-11.  245.  448 

Highmore,  Joseph,  241-4 

High  Renaissance,  88,  90,  33fl 

Hilliard,  Nicholas,  99 

hip-length  views:  in  fifteenth-century  art, 
121;  in  seventeenth-century  art,  1 20-1 

Hireling  Shepherd,  The  (Hunt),  331,  332, 
332 

Hiroshige,  458 
Hirschfeld,  Al,  34 

"His  eyes  fell  upon  the  stick  in  Holmes' 
hand,"  illustration  for  The  Hound  of 
the  Baskervilles  (Paget),  45,  46 

historical  art,  27-8,  35,  91,  453-7; 
eighteenth-century,  206,  246-7;  and 
genre  scenes,  linked,  1 70—1;  and 
historical  film,  compared,  453-8; 
literary  ground  in,  29j  nineteenth- 
century,  277-80,  283-90.  314-22,  324, 
325.  330.  333.  334-6.  337.  395-8. 
404.  457;  seventeenth-century  Dutch, 
161-71,  177-8,  198-9 

historical  movies,  27-8,  35,  47,  165,  178, 
257.  268,  275,  334,  450,  453-8: 
black-and-white  vs.  color,  453-7;  early 
Italian,  228-31;  and  historical  art, 
compared,  453-8;  literary  ground  of,  27 

Hitchcock,  Alfred,  45,  68,  179,  413,  439 

Hobbema,  Meindert,  1 58 

Hogarth,  William,  239,  240-52,  253, 
276.  325,  329.  383 
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Hogers,  Jacob,  163,  165,  222 
Holbein,  Hans,  78,  97,  244,  249,  262, 

316,  333;  graphic  work,  81-4,  93,  180 
Holl,  Frank,  338,  341 
Holland,  14,  116,  169,  262,  334,  359j  see 

also  Dutch  art 
Hollar,  Wenceslaus,  110,  204 
Hollywood,  27,  Ui,  126,  198,  303,  333, 

334,  435-6;  see  also  movies 
Holy  Family  with  a  Cat,  The  (Rembrandt), 

181,  182.  183 
Holy  Roman  Empire,  314 
Homer,  324,  325 

Homer,  Winslow,  37,  360-70,  375,  376, 
378,  381.  383,  385-6,  387,  390,  391, 
393,  430,  443,  445 
Home  Scene  (Eakins),  378,  Ml 
Honthorst,  Gerrit  van,  116,  119,  200, 
443 

Hoogstraten,  Samuel  van,  1 93 
Hopeless  Dawn,  A  (Bramley),  338,  340 
Hopper,  Edward,  38,  49,  152,  234,  360, 

383-9,  390.  393,  443,  445 
Horenbout,  Gerard,  78,  96 
Horner,  Harry,  1  76 
horror  movies,  48 

Horse  Soldiers,  The  (film),  still  from, 
318. 321 

Hound  of  the  Baskervilles,  The  (Conan 
Doyle),  Paget  illustration  for,  4JL  46, 
336.  £12 

Housebook  Master,  18 

How  the  Other  Half  Lives  (Riis),  Cox 
illustration  after,  432,  432 

Hudson  River-school  painters,  360 

Hughes,  Arthur,  330 

Hugo,  victor,  284 

humanism,  German  Renaissance,  79-80 
Hunt,  William  Holman,  320,  330 
Hunters  in  the  Snow  (Bruegel),  95 
Hypnerotomachia  Poliphili  (Colonna),  90 

Iconography  series  (Van  Dyck),  1 90-1 
illuminated  manuscripts,  52,  79,  84,  232, 
249.  361,  457;  fifteenth-century,  61, 
64-71.  75-8.  85,  87,  121j  Flemish,  53, 
58-61,  64-71,  85,  87,  274j  guilds,  67, 
69,  75;  influence  on  Northern 


European  painting,  53-4,  58-75, 

85-  6,  95,  102,  121j  intimacy  of,  68-71, 
74;  Italian,  87j  sixteenth-century, 
71-5;  spatial  perspective  in,  59,  61, 
64-71 

illusionism,  \  7_,  21j  architectural, 
227-31,  234,  236,  237,  284-7,  295. 
333;  in  fifteenth-century  art,  52-68;  in 
Italian  art,  59-64,  68,  104,  223, 
227-31,  234,  327;  in  Northern 
painting,  17,  21,  52-9,  61-8,  193, 
306;  in  theater,  64,  227-31,  327.  333 

illustration,  4-5;  American,  360-8,  385, 
387,  431-5,  437-9,  443-4;  comic,  322, 
324;  and  early  photography,  31-2, 
338,  406-7,  413-14.  421.  432, 
437-40,  443-5;  early  religious,  52-4, 
58,  59,  6_L  64-84,  88; 
eighteenth-century,  205-12,  231-3, 
245-52,  263,  316,  398-9;  fairy-tale,  92, 
125,  309,  311-14,  428;  French, 
201-12,  217,  239,  241,  246-7,  252, 
399-400,  402-3,  407-8,  413,  414-15. 
421-2.  426.  428-9.  443;  Italian,  78, 

86-  90;  movies  linked  to,  9,  30,  50, 
76-7.  361.  431.  440,  443-6,  450,  458; 
nineteenth-century  British,  241, 
245-6,  252,  261,  263,  273-80, 
283-90.  318-29.  332-3,  336-8.  346-8. 
387,  413;  nineteenth-century  German, 
125,  309,  311-24,  387;  Northern 
European,  52-71.  74-8.  80-1.  85-93. 
98,  99-102.  106-9.  176-95.  200.  204. 
316,  326,  433;  painting  accessible 
through,  4,  5,  6,  31,  35,  84,  102, 
106-7,  178-95,  205,  217,  290-1, 
325-6,  440,  443;  reproduced  as 
paintings,  337-8;  seventeenth-century, 
99-102,  106-14,  116,  124,  176-95, 
200-6.  208;  turn-of-the-century  styles, 
432-5,  440;  twentieth-century,  252, 
385,  386-7,  432-5;  see  also  book 
illustration;  magazine  illustration; 
printed  graphic  art 

Impatience  of  the  Sick  Man,  The  (Ars 

Moriendi  engraving),  76,  72 
Imperialism,  114 

Impressionism,  18,  30,  37,  347,  368, 
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394,  397,  402.  406-7.  414.  417.  421. 
424:  first  exhibition  (1874),  397j  as 
genre  art,  368;  light  and  color  in,  37, 
'Ml 

Incarnation  theme,  85 

Ingres,  Jean  August?  Dominique,  191, 

257,  401 
ink  and  wash,  34,  M,  112,  24ii 
Interior  (Le  Viol)  (Degas),  403,  403,  404, 

405,  416 

Interior  at  Prtworth  (Turner),  269,  2£R 
Interior  of  a  Smithy  (Metsu),  1 54,  156, 
156 

Interior  of  the  Xcw  Town  Hall  in 

Amsterdam  (De  Hooch),  143,  1AA 
interior  scenes,  Dutch,  1 31-57,  1 71 
Interior  with  a  Woman  Spinning 

(Boursse),  147,  148 
Interior  with  Seated  Woman 

(Hammershoi),  424,  424 
Interior  with  Woman  at  a  Claviehord  (De 

Witte),  139-40.  140.  144 
Interruption,  The  (Menzel),  318,  320 
In  the  Mountains  (Homer),  366.  368 
"In  the  Presence  of  Washington," 

illustration  in  Century  Magazine  (Pyle), 

439.  423 
Intolerance  (film),  228 
Iphigenia,  223 

Irving,  Henry,  333-4.  335.  431 
Italian  art,  6_,  37j  ahstract  beauty  in,  90j 
classical  tradition,  14,  17-18,  52,  58, 
59-60.  90,  96,  99,  109,  m,  118, 
119-20,  162,  221,  395:  early  book 
illustration,  78,  87-90: 
eighteenth-century,  cinematic  element 
in,  221-39.  261-2;  fifteenth-century, 
52,  54,  59-64.  68,  87j  French  art 
influenced  by,  395-8;  graphic,  78, 
86-90.  99j  High  Renaissance,  88,  90j 
illusionism  in,  59-64.  68,  104,  223. 
227-31,  234,  327;  landscape,  232-9, 
261;  light  in,  16,  59,  61-4,  86-7,  90, 
104,  109.  116,  119,  223,  225,  226, 
231,  233,  234,  239;  literature  linked 
to,  78,  86-7,  90]  mannerism,  99,  HO, 
119,  259;  motion  in,  22,  86,  96,  109, 
223.  227:  mythic,  221-8;  and  Northern 


European  tradition,  compared,  16-18, 
2L  52,  59-71,  80-2,  84-90,  96-7. 
99-111.  118,  119-23,  162-3,  170,  183, 
337;  Pre-Kaphaelites  influenced  by, 
330,  331 ;  psychological  experience  in, 
18,  22,  25,  29,  59-62,  90,  109, 
221-39;  realism  in,  59-64.  68,  99, 
109.  223;  seventeenth-century,  99,  101, 
102,  104,  106,  109-11.  116,  118.  124. 
131,  162,  312,  327,  334,  395; 
sixteenth-century,  78,  86-90,  96;  and 
theater,  links  between,  6,  14,  25,  29, 
63-4,  109-11,  118-20,  170,  207, 
221-4,  227-31,  327,  329,  330,  446 

Italian  comedy,  207 

Italian  movies,  7_L  228,  231,  446,  458 

Italy,  52,  80,  99,  228,  211 

//  Came  from  Older  Space  (film),  312 

Ivins,  William  M.,  3fi 

"Jack  the  Giant  Killer,"  49 
Jacobean  court  masque,  327 
James,  Henry,  368,  370,  375,  376,  378, 
381.  3ii7 

Jan  Six  Reading  (Rembrandt),  1 93-4. 

194 

Jan  Six  with  a  Dog  (Rembrandt),  193-4, 

1<M 

Japanese  art,  346.  458 
Japanese  movies,  431,  458 
Jefferson,  Thomas,  443 
Jephthah's  Daughter  (Degas),  404 
Jerusalem,  1  63 

Jesus  Christ  Superstar  (film),  still  from, 

295,  2M 
Jews,  1 69 

Johnson,  Eastman,  389-90 
Joseph  Accused  by  Poliphar's  Wife 

(Rembrandt),  162,  163 
Joseph  and  Potiphar's  Wife  (Rembrandt), 

186.  im 

journalism,  pictorial:  eighteenth-century, 
245-6;  late-seventeenth-century, 
204-5;  nineteenth-century,  329,  338 

Judgment  Day,  283 

Judgment  of  Count  William  the  Good,  The 

(Van  Galen),  165,  167,  167,  1£S 
July  Monarchy,  396 
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June  (Bening  illumination  from  The  Da 

Costa  Hours),  71,  73 
Jupiter  and  Mercury  in  the  House  of 

Baucis  and  Philemon  (Elsheimer), 

102-3,  im 
Jussim,  Estelle,  437 

Kalf,  Willem,  6 

Keats,  John,  4,  312,  325,  33D 

Keene,  Charles,  318-19,  322-4,  329 

Kersting,  Georg  Friedrich,  309 

King  Kong  (film),  3M 

Kolf  Players,  The  (De  Hooch),  133,  134, 

Koninck,  Philips,  158-9,  211 
Korda,  Alexander,  450,  451_,  453 
Kubrick,  Stanley,  448,  449 
Kunzle,  David,  245 

Lady  Walking  in  the  Country  (De 

St.-Jean),  200,  2112 
Lady  with  a  Candle  (Schalcken),  200,  201 
Lake  in  the  Woods,  The  (Diirer),  94,  91 
Lamb,  Charles,  284 
Landing  of  Columbus  (Bierstadt),  359 
landscape  art,  91-6,  397;  American,  39, 
352-60,  375-7;  British,  261-92,  341, 
397;  Dutch,  158-61,  171.  173-6,  234, 
235,  261-2,  271,  300,  397;  early  book 
illustration,  75,  91-4;  effects  on 
travel,  262-3,  278-9; 
eighteenth-century,  9L,  232-9,  261-5, 
277,  281,  395;  French,  397-8, 
409-15;  German  Romantic,  39,  40,  91, 
92,  234,  292-315,  430;  Italian,  232-9, 
261;  light  in,  159-61,  265,  271-2. 
279-80,  298;  Luminism,  39,  352-4; 
nineteenth-century,  39,  61_,  91, 
261-316,  341,  352-60,  375-7,  397, 
409-15;  Northern  European  tradition 
of,  61,  63,  75,  91-8,  102,  106,  158-61, 
171.  173-6.  235.  261-2,  265,  271-2, 
300;  picturesque  ideal,  262-5,  277, 
296;  seventeenth-century,  101-2,  106. 
158-61.  171.  173-6.  235,  300; 
sixteenth-century,  91—8;  see  also 
topographical  art 


landscape  in  movies,  264-5,  277,  278, 

301,  303,  357 
landscape  photography,  263,  407 
Lane,  Fitz  Hugh,  353 
Lang,  Fritz,  35,  259,  284,  445 
Last  of  England,  The  (painting),  331 
Laura  (film),  31 1 

Lavater,  Johann  Kaspar,  249.  250 

Lawrence  of  Arabia  (film),  1  68 

Leech,  John,  322,  324 

Le  Fanu,  Sheridan,  455 

Legend  of  Croquemitaine,  The,  Dore 
illustration  for,  428,  428 

Leighton,  Lord,  28,  334,  33fi 

Leonardo  da  Vinci,  22,  86,  100,  259 

Leopard,  The  (film),  457 

Levin,  Gail,  WL 

Lewis,  Jerry,  1 28 

Leyden,  Lucas  van,  88 

Liber  Studiorum  (Turner),  279 

Liber  Veritatis  (Claude),  263 

Licht,  Fred,  252,  253,  255 

Lichtenberg,  Georg  Christoph,  249 

Life  Line,  The  (Homer),  366,  367,  43D 

Life  of  an  Ill-educated  Girl,  The,  scene 
from  (Chodowiecki),  251,  252 

Life  of  a  Rake,  The,  scene  from 
(Chodowiecki),  251,  252 

Life  of  Frederick  the  Great,  The  (Menzel), 
illustrations  from,  31_6,  317,  318,  322, 
403.  432,  433.  450 

light  and  lighting,  8,  13-25.  36,  38,  39, 
45;  in  American  Romantic  art,  352-4, 
361,  366,  368,  371.  374;  in  British  art, 
271-2.  279,  281,  327,  329,  330, 
339-42;  and  color,  16,  17,  20,  86,  H8j 
in  Dutch  art,  16,  19,  22,  23-5,  28,  61_, 
119-20,  131.  133.  139-60.  168. 
179-93.  241.  271.  327,  443;  in  French 
art,  U6,  U8,  361,  418,  419,  427]  in 
German  art,  106,  297-8.  303.  305, 
309-11,  315;  Impressionist,  37,  361j 
in  Italian  art,  16,  59,  61-4,  86-7,  90, 
104.  109,  116.  119.  223.  225,  226, 
231.  233.  234.  239;  landscape, 
159-61.  265.  271-2.  279-80,  298;  in 
movies,  15-16,  18-21,  39-40,  160, 
180,  295,  301,  427,  440,  450,  453;  in 
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Northern  European  art,  6,  8,  15—25, 
28,  39,  53-9,  61,  65-8,  80,  85-6.  91, 
93-6,  102-9,  119-20,  131,  133, 
139-60,  179-95,  310-11,  327,  422, 
443;  see  also  back  lighting;  chiaroscuro; 
moonlight 

Limbourg  brothers,  59 

line:  eighteenth-century  use  of,  254-5; 
Italian  vs.  Northern  European,  87-8; 
see  also  drawing;  sketches 

linear  perspective,  14j  fifteenth-century 
Italian,  59-64 

literacy,  early,  74,  75,  18 

literature,  7,  8,  9,  llj  and  British  art, 

240,  241.  252,  276,  278,  320.  324-9. 
332-3,  336;  eighteenth-century,  240, 

241 ,  246;  and  historical  art,  links 
between,  27,  29]  and  Italian  book 
illustration,  78,  86-7,  90;  modern,  243; 
nineteenth-century,  242,  278-9,  320, 
322-9,  336,  370,  375,  376,  379,  381, 
400.  403,  404;  Romantic,  106,  278-9, 
284;  travel,  276,  324 

lithography,  34,  35,  45,  102;  invention 

of,  101 .  246;  nineteenth-century 

French,  402,  402,  =^13 
Little  Girl  with  a  Shuttlecock  (Chardin), 

213,  216,  216 
Little  Liber  (Turner),  279,  2M 
"Lodgers  in  a  crowded  Bayard  Street 

tenement — 'Five  Cents  a  Spot,'  " 

illustration  in  Scribner's  Monthly 

Magazine  (Cox),  432,  432 
London,  234,  239,  274,  281_,  286,  333, 

343,  427,  429,  431 
Longfellow,  Henry  Wadsworth,  436 
"Long  sat  waiting  for  an  answer," 

illustration  for  The  Song  of  Hiawatha 

(Remington),  436,  432 
long  shots,  film,  445 
Lorrain,  Claude,  106,  160,  262,  263, 

271,  279,  287,  354,  356.  357,  359, 

895 

Lorraine,  114,  1 1 6 
Lotto,  Lorenzo,  259 
Louis  XIII,  King  of  France,  1 1  6 
Louis  XIV,  King  of  France,  197,  201_, 
204,  205,  208,  396 


Loutherbourg,  Philippe  Jacques  de,  277, 

284 
Louvre,  279 

Loveletter,  The  (Vermeer),  442,  443 

Low  Countries,  9J 

Liibeck,  63 

Luikon,  Caspar,  204 

Lumiere  brothers,  429 

Luminist  painters,  39,  352-4 

Luncheon,  The  (Caillebotte),  418-19, 

420,  420.  424 
Luncheon  in  the  Studio  (Manet),  3D 
Lust  for  Life  (film),  455 
Lutzelburger  the  engraver,  93 
Lyons,  9_3 

Madame  X  (Sargent),  40,  44,  42,  43,  46, 
415-16 

Madonna  and  child:  in  Italian  art,  63, 
64,  121_,  124,  183]  in  Northern 
European  art,  54,  56,  57,  69,  74,  121, 
124,  181-3 

Madonna  in  the  Church,  The  (Van  Eyek), 
54,  55,  56,  63 

Madrid,  LS 

magazine  illustration,  5,  9,  43-6; 
nineteenth-century,  324,  325,  329, 
337-8,  360-8,  387,  399,  403,  426, 
437-40,  443-5;  twentieth-century 
American,  385,  387.  432-5,  443;  see 
also  illustration;  printed  graphic  art 

Mala  Noche,  aquatint  from  Los  Caprichos 
(Goya),  46,  42 

Man  and  Woman  at  the  Virginals,  A 
(Vermeer),  140,  141,  Hi,  142 

Mander,  Karel  van,  9i> 

Manet,  Edouard,  9,  10,  13,  15, ,  17,  30, 
37,  38,  40,  41_,  45,  46,  49,  257,  259, 
395,  398,  399,  400,  401.  406.  407. 
411.  416.  422,  432,  459;  graphic  work, 
402 

Mannerism,  111;  Dutch,  169-70; 
Flemish,  99,  169j  Italian,  99,  110, 
119,  254) 

Mantegna,  Andrea,  86,  87,  88,  183 
manuscripts,  illuminated,  see  illuminated 
manuscripts 
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Man  Walking,  Seen  in  Profile  (Watteau), 
208.  209 

Man  Who  Came  to  Dinner,  The  (film),  still 

from,  441,  443 
maps,  black-and-white,  33 
Marcantonio,  Raimondi,  86-7 
Market  in  a  Port,  A  (De  Witte),  174,  174, 

125 

Marketplace  at  Haarlem,  The 

(Berckheyde),  175,  175,  llfi 
Marriage  (Cats),  1  77 
Marriage  of  Peleus  and  Thetis,  The 

(Bloemaert),  169,  120 
Martin,  John,  283-90,  329,  354,  355, 

356,  427 

Martin  Chuzzleivit  illustration  (Browne), 

328,  329 
Marty  (film),  still  from,  323,  324 
Martyrdom  of  St.  Peter,  The  (Caravaggio), 

109,  1111 
Mary  Magdalene,  88 
masque,  118,  126,  169,  321 
Massaccio,  59 

Massacre  of  the  Innocents,  The 

(illumination  from  The  Hours  of  Isabel 

la  Catolica),  69,  70 
Matisse,  Henri,  38,  30fi 
Maximilian,  Emperor,  82 
Maximilian  Master,  69,  70j  see  also 

Bening,  Alexander 
Mayor,  A.  Hyatt,  183 
Medici  cycle  (Rubens),  207 
medieval  illuminations,  see  illuminated 

manuscripts 
medieval  "naivete,"  59,  61 
Meisel,  Martin,  325,  338 
Meissonier,  Jean  Louis  Ernest,  28,  29, 

439 

Melies,  Georges,  430 

melodrama,  334j  film,  8,  28,  47,  49,  128, 

170,  430,  432:  nineteenth-century 

stage,  257,  286,  334 
Mending,  Hans,  6_2 
memory,  5 

men:  in  eighteenth-century  French  art, 
208,  209;  in  seventeenth-century 
Dutch  art,  148-57.  128 

Mengozzi-Colonna,  227.  231 


Meninas,  Las  (Velazquez),  16,  379,  383, 
384,  382 

Menzel,  Adolph,  37,  309,  316-20,  322, 
324,  325,  326.  329,  336-7,  338,  387, 
403,  432,  433,  450 
Menzies,  William  Cameron,  44 
Merchant,  The  (Holbein  woodcut),  81-2, 
83. 

Meryon,  Charles,  386,  407,  409-13,  418, 
428 

Messieurs  les  Voyageurs  on  Their  Return 
from  Italy  (par  la  Diligence)  in  a  Snow 
Drift  upon  Mount  Tarrar — 22nd  of 
January,  1829  (Turner),  273,  223 
Metropolis  (film),  284;  architectural  vision 

from,  285 
Metropolitan  Museum,  359 
Metsu,  Gabriel,  28,  128,  130,  154,  152 
mezzotint,  263;  nineteenth-century  use  of, 
279-80,  283-4,  287;  seventeenth- 
century  use  of,  187,  ISO 
"Miami  Vice"  (TV  show),  25JZ 
Michelangelo,  3,  5,  35,  fifl 
Midnight  Modern  Conversation,  A 

(Hogarth),  242,  2A3 
Mieris,  Frans  van,  28,  1  28 
Millais,  John  Everett,  320,  322,  324, 

329.  330.  336.  405 
Millet,  Jean  Francois,  458 
Milliner's  Shop,  The  (Degas),  405,  4115 
Milton,  John,  284,  287,  428,  422 
miniature  paintings,  406;  seventeenth- 
century  Northern  European,  99. 
102-4,  154 
Ministry  of  Marine,  The  (Meryon),  411. 
412.  413 

Miraculous  Draft  of  Fishes  (Raphael),  350 
Miseries  of  War  pictures  (Callot),  114 
Mile.  Fiocre  in  .  .  .  "La  Source"  (Degas), 
424 

Mocking  of  Ceres,  The  (Elsheimer),  107, 
108,  109 

modeling,  in  Italian  engraving,  86-7 
modern  art,  6^14^18^27,43,49,50,98, 
422;  beginnings  of,  30,  32,  40-1.  9Jj 
movies  disconnected  from,  27,  43,  49, 
50;  transcendental,  298;  see  also 
abstraction;  twentieth-century  art 
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modern  literature,  243 
Modern  Times  (film),  still  from,  303,  3M 
Modigliani,  Amedeo,  38. 
Mona  Lisa  (da  Vinci),  32 
Monet,  Claude,  37,  158,  36L  421 
Monforte  Altar  (van  der  Goes),  56,  57. 
57-8,  64 

monochrome  art,  see  black-and-white 

monotypes:  nineteenth-century  French, 
402,  407-9,  413;  seventeenth-century, 
101-2 

Monroe,  Marilyn,  260 

montage,  9,  26,  82j  in  films,  445;  in 
nineteenth-century  British  art,  336 

moonlight:  in  British  painting,  343;  in 
German  painting,  106,  305 

Moore,  Albert,  336,  346 

moral  themes:  in  American  art,  354,  357, 
371,  374,  432;  in  eighteenth-century 
British  art,  214-52;  in  eighteenth- 
century  French  art,  247-9;  in 
nineteenth-century  British  art,  277, 
329.  330-2.  338-40;  in  seventeenth- 
century  Dutch  art,  131-42,  177,  200, 
204 

Morgue,  The  (Meryon),  4 10,  41 1 
Morning  Hour,  The  (Schwind),  309-10, 

310,  314 
Moses,  2&6 

Mossy  Tree,  The  (Seghers),  100^  10L,  102. 
300 

Mother  and  Child  (Dou),  130,  U2 
Mother  Delousing  a  Child  (De  Hooch), 
135,  136 

Mother  Lacing  Her  Bodice  (De  Hooch), 
130,  111 

motion:  in  British  illustrative  art,  336, 
347;  devices,  in  painting,  20-5;  film  vs. 
theater,  50-1;  in  Italian  art,  22,  86, 
96,  109,  223,  227j  Muybridge  studies, 
374,  437;  in  Northern  European  art, 
20-5,  53,  56-9,  81,  96-7,  102, 
119-57,  110 

Moulin  Rouge  (film),  455 

Mount  Adams,  Washington  (Bierstadt), 
358.  359 

movies,  13-15;  about  artists,  450-7; 
adventure,  47,  49j  ambiguity  in,  7,  8. 


29,  50,  88,  97,  127,  143-4.  265.  315; 
and  American  Romantic  art,  compared, 
351-92,  430-1;  animated,  124-6,  132, 
301;  architecture  in,  176,  227. 
228-31,  284-6,  411;  artistic  thievery 
in,  11-12,  458-9;  avant-garde,  49, 
430;  beauty  in,  448,  449j 
black-and-white,  3JL  34,  3JL  39,  4L  43, 
46-7,  49,  139,  228,  231,  254,  280, 
411,  440,  450,  453-5;  and  British  art, 
compared,  240,  241,  242-52.  265-92. 
324-48.  453.  457;  chiaroscuro  effects 
in,  46,  49,  453,  455,  458;  cinematic 
methods,  445-50;  as  collaborative 
effort,  93j  color,  20,  46-50,  453-5; 
colorized,  46-7;  comedies,  8,  28,  47, 
49,  126,  127-8.  178;  continuity 
sketches  for,  43-6.  225.  227.  316.  432; 
crime,  47,  49,  430;  definition  of,  13; 
documentary,  48-9,  430;  early,  50-1, 
76,  332,  334,  426-31,  435,  445-6; 
editing,  20-1,  26,  50,  212,  352,  449; 
and  eighteenth-century  French  art, 
compared,  112-18,  208-19,  243, 
247-9;  and  eighteenth-century  Italian 
art,  compared,  221-39;  and 
eighteenth-century  Spanish  art, 
compared,  255-60,  273-6;  endurance 
of,  3-4;  engulfing  effects  of,  1 5-16, 
20-1.  28-9.  6_L  97,  266-7.  351; 
European,  early,  426-30,  446;  and 
fashion,  231 ,  257.  308.  334;  film  noir, 
39,  40L  436,  445j  foreign  vs. 
American,  value  of,  435-6;  French, 
457-8;  future  of,  459;  German,  430. 
445,  450;  and  German  art,  compared, 
102-8.  294-324.  339.  430;  as  high  vs. 
low  art,  8,  10-11.  245,  448;  historical, 
27-8.  35,  47,  165,  178,  257,  268,  275, 
334,  450,  453-8;  illustration  linked  to, 
9,  30,  50,  76-7,  361,  431,  440,  443-6, 
450.  458;  industry  of,  27,  178; 
intimacy  of,  5-6,  9-10,  68;  invention 
of,  332j  Italian,  7_L  228,  23_L  446. 
458;  Japanese,  431,  458;  landscape  in, 
264-5.  277.  278.  301.  303.  357;  light 
in,  15-16,  18-21,  39-40.  160,  180, 
295,  301.  427.  440.  450,  453;  literature 


500 


Index 


movies  (cont.) 

linked  to,  27j  melodramas,  8,  28,  47, 
49,  128,  HO,  430,  432;  modern,  243; 
modern  painting  disconnected  from, 
27,  43,  49,  50j  and  music,  8=9,  143, 
247,  375,  447-50;  narrative  in,  25-32. 
46,  48-51,  171,  243,  252,  275-6,  300, 
312,  430;  and  nineteenth-century 
French  art,  compared,  399-422.  426- 
30;  Northern  European  art  linked  to, 
4-7,  14,  16-25,  27,  28,  3L  54-73,  82, 
88,  91-8,  101-14,  119-206,  240,  243, 
300,  327,  440-2,  445,  450-3,  455; 
peep-show,  193;  period,  453-7;  power 
of,  3=4,  27,  32,  445,  449j  psychological 
experience  in,  5-9,  12,  1 8-21,  25-7, 
32,  46-50.  76-7.  171.  176,  179,  213, 
232,  242-3,  268,  275-6,  300,  301, 
339,  446-58;  and  realism,  46-50,  176, 
213.  430.  431.  445.  458;  religious,  68, 
120,  292.  295:  romantic  character  of, 
7-8,  49,  50,  234,  265,  300,  301, 
349-50,  389,  430-1,  445-7,  457-8; 
Scandinavian,  424,  425,  446,  451; 
sci-fi,  228j  set  design  for,  228-31,  303, 
309,  334;  and  sexuality  in,  41,  111, 
136.  139;  silent,  76,  87,  446: 
surrealistic,  49j  and  theater,  compared, 
50-1,  334,  440,  446,  448;  time  flow  in, 
25-6;  transcendental  impulse  in,  300; 
twentieth-century,  435-58;  and 
twentieth-century  American  art, 
compared,  383-92.  430-5.  440-58; 
war,  178,  449j  Westerns,  47,  48,  49, 
178,  357,  430,  437-9,  455 
movie-star  image,  origin  in  painting,  4J 
Mr.  Oldham  and  His  Friends  (Highmore), 
242,  2A2 

"Mr.  Pinch  is  amazed  by  an  unexpected 
apparition,"  illustration  for  Dickens's 
Martin  Chuzzlewit  (Browne),  328,  329 

Mrs.  Carl  Meyer  and  Her  Children 
(Sargent),  378,  382^  383 

Mrs.  Davis  and  Her  Son  Livingston 
(Sargent),  378,  3m 

Munich,  23,  1£2 

mural  painting,  German  Romantic,  314 
Murillo,  Bartolome  Esteban,  35,  329 


Museo  del  Prado,  16 
museums,  5,  9,  16 

music,  375;  movie,  8=9,  47,  143,  247, 
375,  447-50;  scenes,  in  American 
nineteenth-century  art,  371-3;  scenes, 
in  seventeenth-century  Dutch  art,  1 43, 
198,  448 

Musical  Party,  The  (Metsu),  128,  L2Ji 
music  video,  9 

Muybridge  motion  studies,  374,  437 
mythology,  35,  161,  445;  in  British  art, 
263,  268,  272-6,  283,  334-6,  339; 
Christian,  102,  292,  293j  Classical,  99, 
102-9,  161;  in  Dutch  art,  161-9,  170, 
171;  in  Flemish  art,  96-8;  in  French 
art,  221,  398,  404;  in  Italian  art, 
221-8;  modern,  252;  in  seventeenth- 
century  art,  99,  102-9,  161-9,  170, 
111 

Naked  Maja  (Goya),  259 
Nana  (film),  1 65 

Napoleon  Bonaparte,  252,  277,  395 

narrative,  10,  27-30,  43,  91j  in 
eighteenth-century  British  art, 
243-52,  273-4;  in  eighteenth-century 
French  art,  205-19,  243-52;  in 
German  art,  125,  309-24;  graphic 
tradition,  30,  33,  34-5,  43-6;  modern, 
243;  in  movies,  25-32,  46,  48-9,  171, 
243,  252,  275-6,  300,  312,  430;  in 
nineteenth-century  American  art, 
356-83;  in  nineteenth-century  British 
art,  272-90,  324,  325-34,  336-40;  in 
nineteenth-century  French  art,  405, 
420,  422;  in  Northern  European  art, 
54,  56,  64-71,  82,  96,  119-206, 
243-4;  in  seventeenth-century  Dutch 
art,  119-206,  243-4.  245 

Nativity  at  Night,  The  (Geertgen  tot  Sint 
Jans),  85,  &5 

naturalism,  206,  426;  German  Romantic, 
309.  312 

Natural  Piety  (nineteenth  century),  68 
nature  movies,  47,  48-9 
Nazarenes,  309 
Neer,  Elgon  van  der,  160,  1_7J 
Neoclassicism,  60,  23_L  233,  247,  250, 
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309.  394,  399;  French,  394,  395-8: 

Romantic,  221 
Neoplatonism,  Renaissance,  52 
Netherlands,  53,  87,  99,  116,  177,  L9I 
Netscher,  Caspar,  28,  1  28 
Newgate:  Committed  for  Trial  (Holl),  338, 

339 

newspapers,  5,  9,  35j  nineteenth-century 
illustrative,  324 

New  Testament,  The,  Callot  illustration 
of,  455.  456 

New  Town  Hall  (Amsterdam),  M3,  144 

New  York,  176,  234,  357,  437 

Night  Shadows  (Hopper),  386,  387 

nineteenth-century  art,  10.  28.  33,  39. 
114;  American,  39,  298,  324,  349-83. 
389-90.  393,  437;  British,  114,  187. 
261-92,  318-48,  387,  403,  413,  455, 
457;  early  movies,  426,  429-30; 
fashion  in,  10,  259,  269-71;  French, 
18,  30,  37,  114,  259,  347.  368, 
369-70,  389,  393-422,  426-30; 
German,  39,  40,  91,  92,  234,  292-324, 
329.  339,  358,  387,  424,  430; 
historical,  277-80,  283-90,  312-22, 
324,  325,  330,  333.  334-6,  337, 
395-8,  404,  457;  illustration  and 
printed  graphics,  30,  263,  276-80, 
283-90.  303-5.  314-29.  332-3. 
336-8,  346-8,  360-8,  387,  399,  402-3, 
406-15,  426-9,  437-40,  443-5; 
landscape,  3,  9,  61,  91,  160,  261-316, 
341,  352-60,  375-7,  397;  Northern 
European,  334-6,  422-5;  photography 
and  painting,  linked,  13-14,  15,  30-2. 
257.  338,  342,  347-8.  357.  392. 
402-7.  413.  421.  426-7.  437-40.  443- 
5j  realism,  30-40,  49,  160,  260,  284, 
298,  300,  301.  314-24,  330,  336-8. 
349-83.  392,  394.  395.  409.  413. 
422-6,  445;  romanticism  in,  39,  49, 
160,  260,  292-315,  346,  349-83,  394, 
395,  406-22,  426,  429,  437,  440,  447. 
455-7;  Scandinavian,  422-5 

Nineveh,  2&1 

Noah's  Ark,  2M 

Nocturne  in  Black  and  Gold:  The  Falling 
Rocket  (Whistler),  343,  3AA 


Northern  European  art,  4,  6_,  7j  ambiguity 
in,  7,  8,  21-2,  28,  53-9,  82,  88,  91, 
97,  109,  127,  136-7,  142-4,  156-8, 
161,  265,  315;  American  art  influenced 
by,  39,  350,  352,  358-60.  381,  386. 
389,  390,  391.  393.  443,  450-1; 
British  art  influenced  by,  261-2, 
271-2,  318,  320,  326,  331,  337,  350, 
455;  chiaroscuro  in,  16,  179,  190,  212; 
cinematic  element  in,  4-7,  14,  16-25, 
27,  28,  31,  54-73,  82,  88,  91-8, 
101-14,  119-206,  240,  243,  300,  327, 
440-2,  445,  450-3,  455;  color 
suppressed  in,  85-6,  88,  253; 
fifteenth-century,  16,  17,  2_L  52-71, 
75-8.  80-1.  85,  87,  90,  102,  259; 
graphic  tradition  in,  4-5,  31,  52-71, 
74-8,  80-1,  84-93,  98,  99-102, 
106-9,  176-95,  200,  204,  3J6,  326, 
433;  hip-length  views  in,  120-1; 
illusionism  in,  17,  21_,  52-9,  61-8, 
193,  306;  influence  of  medieval 
illumination  on,  53-4.  58-75.  85-6. 
95,  102,  121;  and  Italian  tradition, 
compared,  16-18,  21,  52,  59-71. 
80-2.  84-90.  96-7.  99-111,  118. 
119-23.  162-3,  170,  183,  337; 
landscape  tradition,  6J_,  63,  75,  91-8, 
102.  106.  158-61.  171.  173-6.  235. 
261-2,  265,  271-2,  300;  light  in,  6,  8, 
15-25,  28,  39,  53-6,  59,  61,  65-8,  80, 
85-6,  91,  93-6,  102-9,  119-20,  131, 
133,  139-60,  179-95,  310-11,  327, 
422.  443;  nineteenth-century,  334-6. 
422-5;  psychological  experience  in, 
4-7,  17-25,  56-71,  75,  80-2,  85,  88, 
91-8,  101-9,  120-95,  249-50,  300, 
327;  realism  in,  56-64,  68,  76,  78-82, 
99,  103-6,  126,  137-8,  161.  176.  208. 
257.  312.  350.  422-5;  religious 
experience  in,  54-71,  75-8,  80-1,  85, 
97;  roots  of  Romanticism  in,  39,  102, 
160-1,  234.  300;  seventeenth-century, 
99-109,  119-206,  243,  386,  440-3, 
450;  sixteenth-century,  74-98; 
Spanish  art  influenced  by,  253,  255, 
257,  259;  see  also  Dutch  art;  Flemish 
art;  German  art;  Scandinavian  art 
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Northern  European  movies,  424,  425, 

446,  451) 
Not  at  Home  (Johnson),  389,  Sm 
Notte,  La  (film),  49,  13£ 
Novak,  Barbara,  352,  3£1 
Novak,  Kim,  129 
Novalis,  312 

nudity  in  art,  41,  46,  259;  see  also 

sexuality 
Nuremberg  Chronicle,  The,  19 


Officer  and  Laughing  Girl  (Vermeer), 

149,  150,  193,  441,  443 
Officer  and  Trumpeter  (The  Dispatch) 

(Terborch),  151-2,  152.  1 53-4 
Old  Town  Hall  of  Amsterdam,  The 

(Saenredam),  451,  45 1 
Olmi,  Ermanno,  71,  458 
Olympia  (Manet),  40,  41,  ii,  46,  259, 

398,  401,  406 
Once  a  Week,  324 

"One  cannot  look  at  this,"  No.  2fi  from 
Los  Desastres  de  la  Guerra  (Goya),  255, 
25£ 

"Open  here  I  flung  the  Shutter," 
illustration  for  Poe's  The  Raven 
(Manet),  402,  4112 

Opening  of  the  Red  Sea,  The  (Callot),  112+ 
113 

opera,  162,  207,  247,  334,  336,  398,  459j 
bad,  448;  British,  334,  336;  French, 
207,  398,  400;  Italian,  446j  and 
movies,  compared,  9,  446,  448,  449; 
seventeenth-century  theaters,  111, 
118,  12& 

Opera  Comique,  207 

ornaments,  in  early  printed  books,  84 

Ostade,  Adriaen  van,  124-5,  130,  316 

OToole,  Peter,  1£B 

"Our  National  Winter  Exercise — 
Skating,"  Harper's  Weekly  (Homer), 
363,  MA 

Ovid,  107 


Paestum,  mezzotint  from  the  Little  Liber 
(Turner),  279,  2M 


Paget,  Sidney,  43,  45,  324,  336,  432 
"The  Painter  of  Modern  Life"  (Guys), 
400 

painting,  3j  bad,  10-11.  177;  color  and 
tonal  relationship  in,  37-9;  devices  of 
motion  in,  20-5;  and  early 
photography,  linked,  13-14,  15,  30-2, 
338,  342,  347-8,  357,  392,  406-7, 
413,  421,  426-7,  437-40,  443-5; 
endurance  of,  3-4;  graphic 
reproduction  of,  4^6,  9-10,  31-3, 
35-7,  43,46,48,84,  102,  106-7, 
178-95,  205,  217,  290-1,  325-6,  406, 
440,  443;  made  from  prints,  337-8;  see 
also  specific  countries;  periods;  styles 

Palace  with  Clock  Tower  (Canaletto), 
236-7,  23Z 

Palais  de  Luxembourg,  207 

Pamela  (Richardson),  241 

Pamela  series  (Highmore),  241,  242 

Pannini,  Giovanni  Paolo,  23J 

Panofsky,  Erwin,  52,  54,  68,  76-7,  243 

panoramas,  late-eighteenth-century, 
281-2 

Paradise  Lost  (Milton):  Dore's 

illustrations  for,  428,  429;  Martin's 
illustrations  for,  284,  285.  286,  281 

Paris,  52,  389,  429;  academic  training  in, 
393,  394,  396,  397;  eighteenth- 
century,  205-6,  207;  nineteenth- 
century,  393,  395,  398-400, 
409-15.  418,  422 

Paris  Academy,  206,  246,  393,  394,  M& 

Paris  Street;  Rainy  Weather  (Caillebotte), 
418.  41R 

parks,  eighteenth-century  French,  206, 
208 

parody,  eighteenth-century,  207 

Parrish,  Maxfield,  42 

Passion  (film),  49 

Pastrone,  Giovanni,  231 

Pathetic  Song,  The  (Eakins),  371,  31£ 

patronage,  art:  eighteenth-century, 

206-7,  217,  252;  fifteenth-century,  60, 
255;  nineteenth-century,  308;  in 
Romantic  Germany,  308;  royal,  191, 
206,  252-3,  255,  308;  seventeenth- 
century,  179,  206-7 
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Payment  of  Dues,  The  (De  la  Tour),  121. 

123 

Peace:  Burial  at  Sea  (Turner),  292,  2M 
Peaceful  Love  (Watteau),  210,  2JJ1 
peepboxes,  seventeenth-century  Dutch, 
1  S3 

peep-show  movies,  193 
Peninsular  Campaign,  253 
Penn,  Irving,  1 95 

Perfect  Understanding  (film),  still  from, 
121, 122 

period  movies,  453-7 

perspective:  Dutch,  193;  in  Italian 

painting,  22,  59-64,  223,  227-31,  234; 
medieval,  59,  61j  in  Northern 
European  art,  52-9,  61,  64-8,  L93 

Petrarch,  IB 

Pforr,  Franz,  31£ 

Philip  II,  King  of  Spain,  255 

photography,  16,  101^  168,  180,  ill, 
338;  American,  357,  374-5,  392,  432, 
437,  440,  443-4;  architectural,  231j 
black-and-white,  33,  34,  35-7,  43,  46, 
280;  color,  48-9;  commercial,  9,  31, 
35,  36,  6L  263,  407;  documentary,  27, 
34,  255,  263,  440;  early  development 
of,  30-2,  257,  292,  338,  342,  347-8, 
406,  426;  early  portraiture,  406, 
414-15;  early  topographic,  409;  family 
snapshots,  446-7;  fashion,  208; 
French,  407,  409,  413,  426-7;  as  high 
vs.  low  art,  27,  31-2;  and  illustration, 
linked,  31-2,  338,  406-7,  413-14, 
421,  432,  437-40,  443-5;  landscape, 
263,  407;  Muybridge  motion  studies, 
374,  437;  nineteenth-century,  30-2, 
36-7,  257,  292,  338,  342,  347-8,  357, 
374-5.  392,  402,  406-7,  409,  413-15. 
421,  426-7,  437,  440,  443-5;  and 
painting,  linked,  13-14,  15,  30-2,  257, 
338,  342,  347-8,  357,  392,  406-7, 
413,  421,  426-7,  437-40,  443-5; 
passivity  of,  15j  for  reproduction  of 
art,  31-2.  35-7.  43,  46,  48,  406,  440. 
443;  romanticism  in,  406-7,  427;  as 
step  to  movies,  15,  32j  twentieth- 
century,  432,  443 

photojournalism,  modern,  9,  27,  43 


physiognomy,  245,  249-50 

Picart,  Bernard,  20B 

picturesque  ideal,  in  landscape  art, 

262-5.  277.  2M 
picture-stories,  eighteenth-century, 

245-6 

Piero  della  Francesca,  22,  54,  61,  63, 
11B 

Piranesi,  G.  B.,  34,  39,  231-2,  233,  234, 
236,  237,  239,  253,  261,  262,  279, 
284,  407.  409 

Pisano,  Giovanni,  52 

Pistoia,  52 

playing  cards,  early  printed,  75,  2fJ 
plays,  sacred,  IB 
plot,  243 

Ploughman,  The  (Holbein  woodcut), 
81-2.  tUi 

Poe,  Edgar  Allan,  4112 

poetry,  nineteenth-century,  277 

politics,  in  seventeenth-century  art,  99, 
100,  113-15,  167-8,  204,  206,  211 

Pont-au-Change,  The  (Meryon  etching): 
fifth  state,  413,  414;  seventh  state,  413, 
414;  tenth  state,  413,  415;  eleventh 
state,  413.  115 

popular  documentary  graphics,  426-45 

popular  picture-stories,  eighteenth- 
century,  245-6 

pornography,  U,  193,  271,  325 

Porter,  Fairfield,  390,  33J 

Portico  with  a  Lantern,  The  (Canaletto), 
233,  2M 

Portrait  of  a  Man  and  a  Woman  in  an 
Interior  (Van  der  Neer),  17JL  122 

Portrait  of  Miss  Lloyd  (Tissot),  369,  3M 

Portrait  of  Mr  and  Mrs.  Edwin  Edwards 
(Fantin-Latour),  421.  422 

Portrait  of  Mrs.  Eakins  (Eakins),  374, 
375 

Portrait  of  the  Marquesa  de  Pontejos 
(Goya),  257,  2M 

portraiture,  38_;  American,  376,  378-84; 
British,  187,  190,  240,  24_L  261, 
344-6;  Dutch,  190-5,  200,  376,  378; 
early  photographic,  406,  414-15; 
Flemish,  259;  French,  190,  201,  204, 
247,  395,  414-18.  421;  as  nineteenth- 
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portraiture  (cont.) 

century  illustration,  414—18,  421; 

prints,  79,  187,  190-5;  royal 

eighteenth-century,  252-3,  257-60; 

seventeenth-century,  99,  100,  154,  187, 

190-5,  200,  378;  Spanish,  252-3,  255, 

257-60,  379-82;  see  also 

self-portraiture 
poster  art,  turn-of-the-century,  433, 

444-5 

Poussin,  Nicolas,  38,  118,  162,  206,  338, 
395 

power  of  movies,  3-4,  27,  32 
Poynter,  Edward  John,  2S 
"The  Prelude"  (Wordsworth),  2&2 
Pre-Raphaelite  Brotherhood,  322 
Pre-Raphaelites,  18,  29,  319-22,  324, 

330-3,  453 
Primavera  (Botticelli),  L8 
Princes  in  the  Tower  (Delaroche),  398 
printed  graphic  art,  4-5,  7,9.31,  45j 
American,  360-8,  385,  386-7,  431, 
432-5,  437-9,  444;  artistic  fame 
increased  by,  78-9,  84,  180;  and 
artistic  thievery,  11-12,  86-7,  100, 
406,  458-9;  British,  240-1,  245-6, 
252,  254-5,  263,  276-80,  283-90, 
318-29,  332-3,  336-8,  346-8,  413; 
chiaroscuro  in,  34,  35,  46,  49,  179, 
190,  225,  246,  407,  432,  433;  as 
collaborative  effort,  93,  178;  color, 
48-9;  comic,  34,  43j  Dutch,  124,  154. 
177-95,  200-2,  204,  386,  450;  early 
combinations  of  printed  type  and 
pictures,  33,  65,  74-8,  84,  86-7;  early 
landscape,  92,  101-2;  and  early 
photography,  linked,  31-2,  338,  406-7, 
413-14,  432,  437-40,  445; 
eighteenth-century,  205-12,  217, 
224-6,  231-3,  240,  245-60,  263,  316, 
398-9;  fashion,  201-6,  208-9,  217, 
239;  fifteenth-century,  4,  6,  75-8, 
80-1,  85j  French,  201-12,  217,  241, 
246-7,  252,  399-400,  402-3,  406-15, 
426-9,  443;  high  vs.  low  quality,  178; 
immediacy  of,  34j  industry  of,  178-81; 
intimacy  of,  5=6,  9-10,  74,  76,  102j 
Italian,  78,  86-90.  99j  Japanese,  458j 


and  movies,  linked,  9,  30,  33,  34,  35, 
39,  41,  43,  46-50,  76-7,  361,  431, 
440.  443-6,  450.  458;  narrative 
tradition  in,  30-5,  43-6; 
nineteenth-century,  263,  276-80, 
283-90,  314-29,  332-3,  336-8,  346-8, 
360-8,  387,  399,  402-3,  406-15, 
426-9,  437-40,  443-5;  Northern 
European,  52-71.  74-8,  80-1,  85-93, 
98,  99-102,  106-9,  176-95,  200,  204, 
316,  326,  433,  450;  paintings 
reproduced  as,  4=6,  9-10,  31-3,  35-7, 
43,  4JL  48,  84,  102,  106-7,  178-95. 
205,  217,  290-1,  325-6,  406,  440. 
443;  popular  documentary,  426-45; 
portraiture,  79,  187,  190-5; 
psychological  experience  in,  4-9,  12, 
32-7.  43,  74-93.  179-95;  Rembrandt's 
effect  on,  179-95.  204;  reproduced  as 
paintings,  337-8;  seventeenth-century, 
99-102,  106-14,  116.  124.  154. 
177-95,  200-6,  208,  450; 
sixteenth-century,  33,  74-5,  78-93, 
98,  208;  Spanish,  252-60; 
topographical  rendering,  277-9.  324, 
360;  twentieth-century,  252,  385, 
386-7,  432-5;  see  also  aquatint;  black 
and  white;  drawings;  drypoint; 
engravings;  etching;  illustration; 
lithography;  magazine  illustration; 
mezzotint;  monotypes;  newspapers; 
photography;  woodcuts 
printed  type,  33,  34j  invention  of,  31j  in 
Italian  vs.  Northern  illustration, 
86-90;  and  pictures,  early 
combinations  of,  33,  65,  74-8,  84, 
86-7 

prison  pictures:  eighteenth-century, 
231-2;  nineteenth-century,  338 

prison  view,  No.  L5  from  Carceri 
d'Invenzionc  (Piranesi),  231-2,  212 

Prix  de  Rome,  39_fi 

Procuress,  The  (Van  Baburen),  121,  122 
Progress  of  Virtue  and  Vice,  The,  two 

pages  from  (Chodowiecki),  249,  250, 

2M 

prostitution,  128,  245,  329,  401_,  402, 
406.  4QI 
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Protestantism,  68,  74,  154,  162,  204, 
243;  American,  137,  154,  243j  vs. 
Catholic  imagery,  99,  Dutch,  136,  169, 
177.  207,  378;  German,  238 

Proverbs  (Bruegel),  9_5 

Psycho  (film),  113 

psychological  experience,  5-9;  in 

American  art,  349,  350-92,  430-58;  of 
black-and-white  vs.  color  images,  33-5, 
37-9.  46-50.  84-5,  253-4.  338,  374, 
453-5;  in  British  art,  247-9,  252,  261, 
265-92,  327,  329-48;  in  Dutch  art, 
14,  16-23,  28,  3_L  119-206,  243,  327, 
443;  in  French  art,  207-19,  247-9, 
339,  341,  403-22;  in  German  Romantic 
art,  292-315,  339;  in  Italian  art,  18, 
22,  25,  29,  59-62,  90,  109,  221-39;  of 
light,  16-25.  39-43,  53-4.  59,  61-4, 
80,  85-6,  106,  159-60,  339;  in  movies, 
5-9,  12,  18-21,  25-7,  32,  46-50, 
76-7,  171,  176,  179,  213,  232,  242-3, 
268,  275-6,  300,  301,  339,  446-58;  in 
Northern  European  art,  4-7,  17-25, 
56-71,  75,  80-2.  85,  88,  91-8.  101-9, 
120-95,  249-52,  300.  327;  in 
reproductive  art,  4-9,  12,  32-7,  43, 
74-93,  179-95;  in  Spanish  art, 
253-60,  273-6 

publishers,  early,  92 

Pucelle,  Jean,  52,  85 

Punch,  324 

Punch's  Almanack  illustration  (Keene), 

323.  324 
"The  Pupil"  (James),  316 
Puvis  de  Chavannes,  Pierre,  407 
Pyle,  Howard,  439,  443 

quadratura,  227-8 
Quo  Vadis  (film),  228 

Rackham,  Arthur,  92 

Raft,  George,  385 

Railway  Station  (Frith),  114 

Raising  of  Lazarus,  The  (Rembrandt 

etching),  181,  1BR 
Raising  of  Lazarus,  The  (Rembrandt 

painting),  187,  1BR 
Rake's  Progress,  The,  2A1 


Raphael,  6,  35,  38,  39,  86,  87,  259,  312, 

329,  350 

The  Raven  (Poe),  Manet  illustration  for, 
402,  4112 

Reading  "I'lllustre"  (Manet),  416,  41£ 
realism,  43j  American,  349-92,  426. 
431-2.  445,  British,  245,  322,  324, 

330,  336-8;  and  color,  46-50;  French, 
30,  114,  210,  213,  217,  338,  346,  394, 
395,  409,  458;  German,  39,  49,  160, 
260.  298,  300.  301.  314-24;  Italian, 
59-64,  68,  99,  109,  223;  and  movies, 
46-50.  176.  213.  430.  431.  445.  458; 
nineteenth-century,  30,  35-40,  49, 
160,  260,  284,  298,  300.  301.  314-24, 
330.  336-8,  349-83,  392,  394,  395, 
409,  413,  422-6,  445;  Northern 
European,  56-64,  68,  76,  78-82,  99, 
103-6,  126.  137-8.  161,  176,  208, 
257,  312,  350,  422-5;  Romantic,  39, 
49,  160,  260,  284,  298,  300,  315, 
349-92,  409,  445,  458;  Scandinavian, 
422-5;  in  Spanish,  253,  259-60,  350, 
392;  twentieth-century,  383-92, 
431-2,  445 

"Really,  sir,  this  is  a  very  extraordinary 
question,"  illustration  for  The  Hound  of 
the  Baskervilles  (Paget),  336,  232 

Red  Desert  (film),  136,  14Q 

Redon,  Odilon,  336 

Reformation,  68,  7_4 

Regensburg  Synagogue,  The  (Altdorfer), 
91-2,  92 

religious  art,  4,  5j  Catholic  vs.  Protestant 
views,  99j  early  printed  illustration, 
52-4,  58,  59,  61,  64-84,  86,  88]  early 
subjectivity  in,  54,  67,  86,  96-8; 
eighteenth-century  Italian,  221-8; 
fifteenth-century  Northern  European, 
54-71.  75-8.  80-1.  85j  light  in, 
18-19,  2L  295j  movies,  68,  292,  295j 
nineteenth-century,  283,  284,  286-7, 
292-5,  331,  352-5;  seventeenth- 
century,  99-112,  114-15,  118, 
119-24.  163.  169-70.  177.  183-7. 
206.  244.  450;  see  also  altarpieces; 
Christ;  Madonna  and  child;  mythology; 
transcendental  art 
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Rembrandt  (film),  450,  451,  453,  455: 
still  from,  450 

Rembrandt  van  Rijn,  3,  6,  15,  17,  22, 
23-5,  2^3^3^35,38,43,48,49, 
76-7.  104,  106.  112.  142.  162.  163. 
170,  197,  200,  213,  216,  221,  222, 
225.  249,  250.  252.  253.  268.  271.  275. 
290,  303,  308,  315,  337,  386,  402, 
407,  432,  433,  445,  450-1:  graphic- 
work,  1 79-95.  204.  255.  413.  450: 
painted  surfaces  of,  187;  portraits, 
191-5 

Remington,  Frederic,  437-9,  455 
Renaissance,  6,  7,  10,  37,  79,  88,  90;  see 

also  specific  centuries;  countries 
Reni,  Guido,  35,  39,  323 
Renoir,  Jean,  1  fin 

Renoir,  Pierre  Auguste,  37,  212,  421 
repoussoir  effects,  94,  111,  150,  435 
reproductive  art,  see  printed  graphic  art 
Resting  on  the  Bed  (Degas),  407,  1Q& 
Resurrected  Christ,  The  (Diirer  woodcut 

from  The  Smalt  Passion),  80,  81,  300 
Rethel,  Alfred,  309,  314-15,  316,  318 
Return  from  Market,  The  (Chardin),  213, 

211 

Return  of  Martin  Guerre,  The  (film),  457, 
458 

Return  of  the  Herd,  The  (Bruegel),  95,  96, 
02 

Reynolds,  Sir  Joshua,  35,  257 
Rhineland,  314 
Richardson,  Samuel,  241 
Richardson,  Tony,  453 
Richelieu,  Cardinal,  LL6 
Richter,  Ludwig,  309,  316 
Right  Stuff,  The  (film),  151 
Riis,  Jacob,  432 

Road  to  Ruin,  The,  "The  Arrest,"  No.  3 

from  (Frith),  328,  325 
Rockwell,  Norman,  154,  316,  322 
Rocky  Mountains,  The  (Bierstadt),  359, 

359 

Rococo  art,  18,  200,  210,  228,  240,  247j 
scenic  design,  227-32,  234,  236,  237; 
see  also  eighteenth-century  art 

Rogers,  Ginger,  4,  368 

romans  muets,  252 


Romans  of  the  Decadence  (Couture,  398. 
3.99 

Romantic  art,  8,  18,  39,  232,  234,  263j 
American,  8,  39,  300,  349-92,  430-1, 
440:  British,  8,  234,  312,  346j  and 
color,  49;  Dutch,  198,  200j  early 
photography,  406-7,  427;  French, 

394,  395,  406-22,  426,  429;  Germans, 
39,  40,  91,  92,  234,  292-315.  424. 
430;  landscape,  39,  40,  91  92,  102, 
160.  234,  292-315,  352-60,  375-7; 
movies  as,  7=8,  49,  50,  234,  265,  300, 
301,  349-50,  389,  430-1,  445-7, 
457-8;  nineteenth-century,  39,  49,  160, 
260,  284.  292-315,  346,  349-83,  394, 

395.  406-22.  426.  429.  437.  440.  447. 
455-7;  Northern  European  roots  of, 
39,  102,  160-1.  234,  300;  Realism,  39, 
49,  160,  260,  284,  298,  300,  315. 
349-92.  409,  445,  458;  seventeenth- 
century,  102,  106,  128,  198,  200j 
twentieth-century,  383-92.  430-1, 
445-7,  457-8 

Romantic  comedies,  1  78 

Romantic  literature,  106,  278-9.  284 

Romantic  Neoclassicism,  22J 

Rome,  35,  102,  1_04,  109,  U6,  116,  234, 

309.  334.  396.  3117 
Room  Giving  on  a  Balcony  (Menzel),  318 
Room  in  New  York  (Hopper),  385,  385 
Room  with  the  Artist's  Sister,  A  (Menzel), 

318,  3M 
Roosevelt,  Theodore,  437 
Rosa,  Salvator,  224,  262,  354,  3S6 
Rosenblum,  Robert,  298,  303 
Rossetti,  Dante  Gabriel,  319-20.  322. 

330 

Rotherhithe  (Whistler),  346-7,  312. 
Rothko,  Mark,  281 
Royal  Academy  (England),  287 
royal  portraiture,  eighteenth-century, 

252-3,  257-60 
Rubens,  Peter  Paul,  22,  28,  39,  104, 

106,  111-12.  116,  131,  206,  207,  210, 

257,  279,  350,  396;  graphic  work  of, 

179.  180,  181,  183,  187,  L9D 
Ruins  of  Holyrood  Chapel,  The 

(Daguerre),  426,  427,  122 
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Ruisdael,  Jacob,  1 58 

Runge,  Otto,  3M 

Ruskin,  John,  287;  Whistler 

confrontation  (1877),  and  influence 

on  painting,  41 3-1 4 
Russian  film,  334,  446 

sacred  art,  see  religious  art 
Sacrifice  of  Iphigenia,  The  (Tiepolo),  223, 
224 

Sadak  in  Search  of  the  Wafers  of  Oblivion 

(Martin),  355 
Saenredam,  Pieter,  451 
Sailing  (Eakins),  375-6,  322 
St.-Jean,  J.  D.  de,  202,  2Q£ 
Salome  (Corinth),  339,  341 
Salon,  French,  394,  396,  397,  398 
Samson  and  Delilah  (film),  shot  from, 

287,  2H<) 
Sappho  (Alma-Tadema),  335,  335 
Sargent,  John  Singer,  38,  40,  41,  360, 

376-83.  387,  389-90,  391,  393, 

415-16.  432 
satire,  433j  stage,  231,  240,  400 
Savonarola,  Girolamo,  IB 
Scandinavian  movies,  424.  425.  446.  451 
Scandinavian  painting,  37j  nineteenth- 
century  realist,  422-5,  446 
scena  per  angolo,  228-31 
scena  per  angolo  for  a  Theatrum  Sacrum 

(Bibiena),  228,  22R 
scenic  design.  Rococo,  227-32,  234.  236. 

237 

Schadow,  Johann  Gottfried,  309 
"Sehalcken"  (film),  455,  45JZ 
Schalcken,  Gotfried,  198-200.  205.  244. 

311,  455.  457 
Schapiro,  Meyer,  50 
Schick,  Gottlieb,  3119 
Schinkel,  Karl  Friedrich,  39,  309,  421 
Schongauer,  Martin,  7E 
Schulz,  Charles,  43 

Schwind,  Moritz  von,  125,  309-14.  316. 
329 

science:  early  illustrated  treatises,  78j 
nineteenth-century  advances  in,  3D 
sci-fi  movies,  228 
Scorsese,  Martin,  259 


Scotland,  28,  Mil 

Scott,  Walter,  29,  276,  324 

Scribner's  Monthly  Magazine  illustrations, 

432=3 

sculpture,  86j  Classical,  60,  396; 

fourteenth-century,  52j  graphic 

reproduction  of,  32,  33,  35-6 
Seasons  (Thomson),  276 
Second  Story  Sunlight  (Hopper),  386,  3B£ 
secularization  of  art,  4,  75,  76,  78,  93, 

102,  113,  206,  207,  252,  245,  2fil 
Seghers,  Hercules,  101-2,  253,  300 
Self-Portrait  (Chardin),  216,  212 
Self-Portrait  (Eakins),  376,  328 
Self-Portrait  (Sargent),  376,  328 
Self-Portrait  in  the  Studio  (Rembrandt), 

216 

self-portraiture:  American,  376;  Dutch, 
191-3.  195.  216;  French,  216-17 

Seiniramis  Founding  a  Town  (Degas), 
404 

Senefelder,  Aloys,  246 
Sentinel,  The  (Remington),  437,  438 
sepia  drawings,  German  Romantic,  303, 
305-7 

set  design,  309;  eighteenth-century 
Italian,  227-32.  234.  236.  237;  movie, 
228-31,  303,  309,  334;  nineteenth- 
century  British  theater,  333-4 

seventeenth-century  art,  8,  14,  74,  378; 
classical  tradition,  119-20.  162.  169. 
207;  Dutch.  8,  17,  28,  60,  LLL,  116; 
118.  119-206,  300,  309.  378-9,  386, 
440-3.  450.  455:  fashion,  11.  113. 
200-6.  208-10.  211.  212:  French, 
112-18.  162.  197.  201-6.  211.  394. 
395;  German,  102-8;  graphic,  99-102, 
106-14.  116.  124.  154.  176-95. 
200-6.  208.  450;  Italian,  99,  UU,  102, 
104.  106,  109-11.  116.  118.  124.  131. 
162,  312,  327.  334.  395:  landscape, 
101-2.  106.  158-61,  171,  173-6,  235, 
261-2.  271.  300:  Northern  European, 
99-109.  119-206.  235,  243,  261-2, 
271.  300,  386,  440-3,  450;  politics 
in  99,  100,  113-15,  167-8,  204,  206, 
211;  Spanish,  60,  111,  170,  378-83, 
392;  and  theater,  links  between, 
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seventeenth-century  art  (cont.) 

109-14,  118,  120,  126,  127,  132,  142, 
159-63,  170,  207,  210,  327 

sexuality,  40,  88j  in  American  culture 
and  Dutch  art,  compared,  128-30,  137; 
in  American  Romantic  art,  366, 
368-71,  375,  391;  in  early  printed 
illustration,  77,  79;  and  fashion, 
211-12,  247,  257,  259-60.  269;  in 
French  art,  209-11,  216-17,  247,  404, 
415-16:  in  movies,  41,  111,  136,  139; 
in  nineteenth-century  realism,  40-1; 
pornography,  LL  193,  271,  329j  in 
seventeenth-century  Dutch  art, 
128-30,  136-42,  148-9,  154,  163, 
171,  198,  200,  455;  in  seventeenth- 
century  Italian  art,  110 

Shadow  of  Death,  The  (painting),  331 

Shady  Pool  (Cotman),  265,  266 

Shakespeare,  William,  25,  312,  325 

Shakespeare  illustration,  241,  326 

Shane  (film),  45 

"Sherlock  Holmes"  illustrations  (Paget), 

43,  46,  336,  33L  432 
"She  turned  her  face  to  the  window," 

The  Galaxy  (Homer),  363,  3£A 
Shops  under  the  Law  Courts  (Bosse),  203, 

204 

Short  Walk,  A  (Porter),  390,  331 
side  lighting,  1 59-60 
Siena,  52 

silent  films,  76,  87,  446 
silver  engraving,  80 
Sint  Jans,  Geertgen  tot,  85 
Sistine  Chapel,  3 

sixteenth-century  art,  33,  12_L  165,  169, 

457;  Dutch,  90j  Flemish,  90,  94-8; 

German,  79-84,  86,  87,  90,  93-4; 

graphic,  33,  71-5,  78-93,  98,  208; 

illuminated  manuscripts,  71-5; 

Italian,  78,  86-90,  96;  landscape, 

91-8;  Northern  European,  74-98; 

psychological  experience  in,  74-98 
Skating  in  Central  Park  (Homer),  363 
skeletons,  224,  225 

sketches,  45,  187,  421j  American,  375; 
Dutch,  177,  193-4.  227;  French, 
396-7,  421;  German,  297,  300,  303-7, 


318;  Italian,  227;  for  movies, 
illustrations,  and  paintings,  compared, 
43-6,  227;  nineteenth-century,  375, 
421;  travel,  263;  see  also  drawing 

slide  lectures,  8 

slides,  color,  94 

Small  Passion,  The  (Durer  woodcuts),  80, 
81 

Soldier  and  Girl  (Terborch),  138,  1M 
Soldiers  by  a  Fireplace  (Duyster), 

149-51,  1A1 
soldier  scenes,  seventeenth-century, 

148-57 

Solitary  Tree,  The  (Friedrich),  298,  2M 

Solomon,  Abraham,  325,  327 

Song  of  Hiawatha,  The  (Longfellow), 
Remington  illustration  for,  436,  437 

Song  of  Songs,  76 

Spain,  136,  252,  381 

Spanish  art,  350,  376;  American  art 
influenced  by,  378-83,  389,  390,  391, 
392;  and  cinematic  mode,  255-60, 
273-6;  eighteenth-century,  252-60, 
273-76;  graphic,  252-60:  light  in,  16; 
Northern  European  influence  on,  253, 
255,  257,  259;  portraiture,  252-3. 
255,  257-60,  379-82;  psychological 
experience  in,  253-60,  273-6;  realism 
in,  253,  259-60,  350,  392; 
seventeenth-century,  60,  111,  1 70, 
378-83,  322 

Spinners,  The  (Velazquez),  1_6 

Spitzweg,  Karl,  315-16,  322 

Spranger,  Bartholomeus,  L6J) 

Spring  Flowers,  Apples  and  Pears 
(Fantin-Latour),  421,  423 

Stagecoach  (film),  312;  still  from,  455, 
456 

stage  design,  eighteenth-century  Italian, 

227-32,  234,  236,  237 
stage  melodrama,  nineteenth-century, 

257,  286 

"Stage-Struck,"  illustration  in  Collier's 

Weekly  (Gibson),  432,  4R1 
Stanwyck,  Barbara,  368 
Starting  Out  After  Rail  (Eakins),  375, 

377 

"Star  Trek"  (TV  show),  355 
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Steen,  Jan,  28,  126-8,  130-1,  142,  199, 
200,  451 

Still  Life,  Corner  of  the  Table  (Fantin- 

Latour),  421,  4£2 
still-life  painting,  91^  1 79;  eighteenth- 
century  French,  212,  217-19; 

nineteenth-century  French,  421,  428 
still  photography,  18,  18,  25,  5Jj  early, 

13-14;  as  high  vs.  low  art,  27,  31-2; 

as  step  to  movies,  15j  see  also 

photography 
Stockholm,  23 
Stokes,  Adrian,  86,  90 
Stoning  of  St.  Stephen,  The  (Elsheimer), 

104,  105.  106 
storyboards,  see  continuity  sketches 
Strand  Magazine,  The,  43 
Stravinsky,  Igor,  247 
street  theater,  118 

Study  in  Flesh  Tones  and  Black:  Portrait 
of  Theodore  Buret  (Whistler),  345,  315 

subjectivity,  in  early  religious  art,  54, 
67,  86,  96-8 

sublime  art,  264-8;  American,  352-4, 
356-8;  German,  292-314;  nineteenth- 
century  British  landscape,  264-8,  278, 
281-92 

Suit  Worn  with  a  Sword  (De  St. -Jean), 
200,  202 

Summer  Evening  (Hopper),  387,  3HH 
Summit  of  Mt.  Washington,  The  (Homer), 
363 

sunlight,  18,  54,  158,  160 

Sunrise  on  the  Marshes  (Heade),  352,  353 

surrealism,  430;  films,  49 

Sutton,  Peter,  137,  17_£ 

Swedish  movies,  446 

Swimming  Hole,  The  (Eakins),  375,  32£ 

Symbolism,  30,  347,  424,  445j  Belgian, 

336:  French,  336j  Pre-Raphaelite, 

330 

Syndics  of  the  Drapers'  Guild 
(Rembrandt),  451,  452 

tableau  vivant  style,  109,  330 
tavern  scenes,  seventeenth-century,  1 1 6, 
124.  136.  149 


television,  5,  9,  126,  128,  171,  178,  204. 

211,  263;  black-and-white,  46j  as 

collaborative  effort,  93j  comedy,  126; 

and  fashion,  257 
Tempesta  (Giorgione),  18,  90 
Tennyson,  Alfred,  Lord,  312,  325 
Terborch,  Gerard,  33,  130,  Hi,  136. 

137-9.  143.  151-4.  156-7.  198,  204. 

210, 269 

Terbrugghen,  Hendrick,  116,  119-20, 
121.  242 

texture,  in  Northern  European  painting, 
17,  21,  53-9.  61 

Thackeray,  William,  324 

Thames  and  London  from  Richmond 
House,  The  (Canaletto),  234,  235 

Thames  Embankynent  (London),  286 

theater,  3=4,  5,7,8,9,25,50,64,76, 
78,  104,  459;  and  British  art,  links 
between,  325-36,  337;  dioramas,  9, 
281-2.  284.  426-7;  eighteenth-century, 
207-8,  210,  211.  212.  221-4.  227-31. 
234,  236,  247,  249,  281-2,  318;  and 
French  art,  links  between,  207-8,  210. 
211,  212,  399-401,  426-7;  illusionism 
in,  64,  227-31.  327.  333;  Italian,  207, 
327,  446;  and  Italian  art,  links 
between,  6,  14,  25,  29,  63-4.  109-11. 
118-20.  162-3.  170.  221-4.  227-31, 
327,  329,  330;  and  movies,  compared, 
50-1.  334.  440.  446.  448; 
nineteenth-century,  257,  281-3.  286. 
287,  325-6,  337,  399-400.  426-7. 
429;  Northern  vs.  classical  tradition 
in,  162-3;  Rococo  scenic  effects, 
227-32,  234,  236,  237; 
seventeenth-century,  109-14,  118, 
120,  126,  127,  132.  142,  159-63,  170, 
207,  210,  327;  street,  118j  sublime, 
attempts  at,  281-3,  286,  287; 
twentieth-century,  430,  43J. 

Theater  of  Nature,  160 

Theatrutn  Sacrum,  secna  per  angolo  for  a 
(Bibiena),  228,  22R 

Theodora  (film),  228,  2M 

Therese  Raquin  (Zola),  403,  404 

thievery,  artistic,  11-12,  86-7,  100,  406, 
458-9;  in  movies,  11-12.  458-9 
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Thirst  for  Knowledge  of  the  World,  scene 
from  The  Life  of  a  Rake  (Chodowiecki), 
251,  252 

Thomas  Jefferson  (Pyle),  443,  4AA 

Thomson,  James,  216 

Thorwaldsen,  Bertel,  60 

Tiepolo,  Giovanni  Battista,  221-8,  231, 
232,  234,  253,  279,  318 

Tierney,  Gene,  31 1 

time  flow,  in  movies,  25-6 

Tintoretto,  102,  104,  226,  329,  336 

Tissot,  James,  369-70 

Titian,  29,  99,  279,  323 

Tom  Sawyer  (film),  still  from,  301,  3D2 

tone,  411;  cinematic  qualities  of,  38-41, 
280.  411;  and  color,  relationship  in 
painting,  37-9,  86;  in  eighteenth- 
century  French  painting,  213;  in 
Italian  vs.  Northern  European  art,  86j 
in  late-nineteenth-century  painting, 
343-7;  see  also  black  and  white 

Topographical  art,  261;  early 

photographic,  409;  eighteenth-century 
Italian,  232-9,  261-2;  as  illustrative 
reportage,  262-3,  277-9,  324; 
nineteenth-century  American,  357-60; 
nineteenth-century  British,  261-80, 
283-92;  nineteenth-century  French, 
409-15,  421;  seventeenth-century 
Dutch,  173-6,  234,  261-2,  271; 
watercolor,  261-2,  265-8,  213 

Toulouse-Lautrec,  Henri,  399,  455 

Tower  of  Babel,  2S4 

tragedies,  theatrical,  126,  231 

transcendental  art:  American,  39,  298, 
300,  361;  German  Romantic,  298; 
modern,  298;  movies,  300 

transparency,  93j  in  American  Romantic 
art,  352;  dioramas,  281-2;  in 
eighteenth-century  art,  226-7,  246, 
265;  in  German  Romantic  art,  297;  in 
sixteenth-century  art,  93-5,  112;  see 
also  watercolor 

travel:  effects  of  landscape  painting  on, 
262-3,  278-9;  late-eighteenth-century, 
262-3,  265;  nineteenth-century,  279, 
324:  writings,  276,  324 

Trechsel  brothers  of  Lyons,  93 


Tree  of  Wooden  Clogs,  The  (film),  71,  45_8 
truthfulness,  in  black-and-white  art,  34, 

37,  85=6 

Turan-Milan  Hours  illuminations,  61,  64, 

65,  65 

Turner,  Joseph  Mallord  William,  9,  14, 
15,  30,  265-81,  284,  290,  292,  297, 
303,  336,  341,  342,  348,  457; 
figurative  work,  267,  269-71,  274; 
illustrations,  276-80,  324;  legendary 
scenes,  272-8,  286;  watercolors, 
265-6,  268 

Turner,  Lana,  20i) 

twentieth-century  art,  10,  39,  48,  68, 
252,  268,  300,  303;  American, 
cinematic  tradition  in,  383-92,  430-5, 
440-58;  illustration  and  graphics,  252. 
385,  386-7.  432-5;  movies,  435-58; 
photography,  432,  443 

Two  Magicians  with  Punchinello  (Tiepolo), 
225,  22 6 

Two  Men  at  Moonrise  by  the  Sea 
(Friedrich),  296,  297 

Two  Sisters,  The  (Fantin-Latour),  416. 
41H 

2001  (film),  2M 

Two  Women  with  a  Letter  (Turner),  269, 

270,  211 
type,  see  printed  type 

Ulysses,  272,  213 
Umbrian  painting,  88,  90 
uncertainty,  as  cinematic  condition,  268 
unconscious,  use  in  cinematic  art,  5,  7,  9, 
32 

Undertow  (Homer),  366,  Ml 
Usual  Refuge,  scene  from  The  Life  of  an 
Ill-educated  Girl  (Chodowiecki),  251, 

252 

Van  de  Velde,  Esaias,  235 

Van  de  Venne,  Adriaen,  177.  204 

Van  Dyck,  Anthonie,  38,  45,  112,  190-1, 

208,  209.  262 
Van  Gogh,  Vincent,  37,  300,  421,  429, 

455 

Vardac,  A.  Nicholas,  4JU 
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Varley,  John,  262 
Varnedoe,  Kirk,  41  7 
vaudeville,  50 

Velazquez,  Diego,  9,  14,  16,  38,  39,  170, 

255,  257,  378-83,  387,  389,  390,  391, 

392,  401,  415,  432,  439,  459 
Venetian  art:  eighteenth-century,  221-8, 

232-9;  seventeenth-century,  99,  102, 

106;  sixteenth-century,  90 
Venetian  Bead  Stringers  (Sargent),  387, 

389,  389.  390 
Veneziano,  Domenico,  54 
Venice,  102,  233,  234,  235,  239,  381 
Verdict,  The  (film),  38 
Verkolje,  Jan,  197-8,  200,  205 
Vermeer,  Jan,  5,  6,  9,  10,  16,  19-20,  28, 

31,  32,  38,  39,  49,  59,  103,  106,  116, 

130,  136,  139,  140-3,  147,  149, 

152-3,  154,  157,  161,  173,  175,  176. 

177,  193,  198,  199,  200,  204,  210, 

211,  221,  233,  234,  235,  249,  261,  311. 

331,  398,  404,  406,  421,  440-3,  445; 

genre  and  history  scenes  linked  in, 

170-1 

Veronese,  Paolo,  102,  104,  329,  331 
Versailles,  198,  20_L  205,  206 
videos,  5-6.  9 

View  from  the  Studio  Window  (Friedrich, 
two  sepia  drawings),  305,  306,  306, 
307,  3H1 

View  of  Delft  (Vermeer),  173,  17%  234 
View  of  Fields  (Koninck),  158-9,  1£Q 
View  of  Liverpool  Quay  by  Moonlight 

(Grimshaw),  342,  342+  343 
View  of  the  Bacino  with  the  Bucintoro 

Arriving  (Canaletto),  238,  255 
View  of  the  Ziericksee  (Van  de  Velde), 

235, 2A£ 
Vigee-Lebrun,  Marie,  257 
Ville  de  Lumiere,  398 
Virgil,  324 

Virgin,  see  Madonna  and  child 
Virgin  and  Child,  The  (Cima  da 

Conegliano),  63,  63,  64 
Virgin  and  Child,  The  (Gerard  David), 

124, 12A 

Virgin  of  Humility,  The  (Mantegna),  182, 
L83 


Visconti,  Luchino,  457 
Visiteurs  du  Soir,  Les  (film),  457 
Visit  of  Otto  III  to  the  Crypt,  The 

(Rethel),  314,  314,  315 
Vouet,  Simon,  118 
Voyage  of  Life,  The  (Cole),  354,  355 
Vrel,  Jacobus,  144-5,  148,  389,  420 
Vuillard,  Jean  Edouard,  31 

Wagner,  Richard,  9,  333,  334,  449 
Waiting  for  the  Verdict  (Solomon),  325-6, 

326,  327,  338 
"Wait  till  you've  been  anointed,"  No.  61 

of  Los  Caprichos  (Goya),  253,  254 
Wapping  on  Thames  (Whistler),  346-7, 

MB 

War  Between  Carnival  and  Lent,  The 

(Bruegel),  95 
Ward,  John,  281 
war  movies,  178,  449 
Washington,  D.C.,  59 
watercolors,  226,  232;  American 

Romantic,  383,  385j  British,  234,  246, 

261.  265-8,  279;  Dutch,  93-4; 

topographical,  261-2,  265-8,  219 
Waters  Receding  after  the  Deluge,  The 

(Cole),  354-5,  35£ 
Watson  and  the  Shark  (Copley),  350-1, 

351,  355 

Watteau,  Antoine,  136,  205-12,  213, 
217,  221,  222.  227.  237,  239,  241,  257, 
271,  291 

wax  models,  375 

Way  to  Golgotha,  The  (De  Gelder),  163, 

164,  212 
"Weary  and  dissatisfied  with 

everything,"  The  Galaxy  (Homer),  363, 

365 
Weimar,  309 
Welles,  Orson,  431 
Werff,  Adriaen  van  der,  1 99 
Western  movies,  47,  48,  49,  178,  357, 

430,  455;  pictorial  sources  of,  437-9 
West  Point,  Prout's  Neck  (Homer),  360, 

361 

Weyden,  Rogier  van  der,  54,  76,  255 
Whistler,  James  Abbott  McNeill,  343-8, 
351,  398,  407;  graphic  work,  346-8. 
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Whistler,  James  Abbott  McNeill  (cont.) 

413;  Ruskin  confrontation  (1877),  and 

influence  on  painting,  413-14 
White  Girl  (Whistler),  314 
Whitehall  and  the  Privy  Garden 

(Canaletto),  234 
Widower,  The  (Spitzweg),  315,  31£ 
Wild  Horses  in  a  Forest,  The,  S8 
Wilkie,  David,  2E 
William  III,  King  of  England,  2fi2 
"Winter — A  Skating  Scene,"  Harper's 

Weekly  (Homer),  363,  3M 
Winter  Evening  (Bening  illumination 

from  The  Da  Costa  Hours),  71,  72 
Woman  at  a  Window  (Vrel),  144-5,  145, 

146 

Woman  Ironing,  Seen  Against  the  Light 

(Degas),  400,  101 
Woman  Peeling  Fruit  (Terborch),  137, 

138 

Woman  Pouring  Milk  (Vermeer),  19,  19 
Woman  Reading  (Elinga),  146,  146,  147 
Woman  Searching  for  Fleas,  A  (De  la 

Tour),  LLL  118 
Woman  Writing  a  Letter,  with  Her  Maid 

(Vermeer),  152.  153.  153.  151 
women:  in  American  culture  and  Dutch 
art,  compared,  128-30;  in  eighteenth- 
century  French  art,  209-10;  in 
nineteenth-century  American  art,  361, 
363-6,  368-71;  in  nineteenth-century 


French  art,  405,  406,  415-16;  in 
seventeenth-century  Dutch  art, 
128-57,  198,  200,  455 

Women  in  the  Garden  (Monet),  361,  362 

Wood,  Michael,  268 

Wood,  Natalie,  368 

woodcuts,  5,  75,  77j  sixteenth-century, 

79,  80-3,  93 
wood  engravings,  405;  nineteenth-century 

American,  363-5 
word,  printed,  see  printed  type 
Wordsworth,  William,  68,  235,  262 
Work  (painting),  3J11 
workshops,  seventeenth-century  print, 

178-81.  190 
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This  book  was  set  in  a  digitized  version  of  DeVinne,  an  American  typeface 
that  is  actually  a  recutting  by  Gustav  Schroeder  of  French  Elzevir.  It  was 
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Here,  too,  movies  have  inherited  and  then  perpetuated  a 
great  visual  and  popular  tradition. 

Moving  Pictures,  like  the  author's  previous  work,  of- 
fers a  strikingly  original  and  powerful  new  way  of  as- 
sessing the  artistic,  emotional,  and  psychological  power 
of  paintings  and  pictures— and  of  understanding  our 
own  deepest  responses  to  them. 
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Praise  for  Anne  Hollander's 
Seeing  through  Clothes 


'Searching  and  audacious  .  .  .  This  extraordinary  hook  radically  alters  the 
way  we  see.  It  will  be  catalogued  in  libraries,  I  guess,  under  Art  History  ...  Is 
there  a  Dewey  Decimal  System  provision  for  '  Seeing, '  subcategory  '  Original, 
Essential'?"  —WALTER  ("LEMONS,  Newsweek 


'Grandly  written  and  grandly  conceived  .  .  .  Her  book  makes  our  experience  of 
art  more  interesting  and  more  significant;  it  becomes  part  of  our  education  .  .  . 
There  is  a  penetrating  wit,  a  w  illingness  to  see  through  to  elementals  underly- 
ing what  we  thought  we  could  take  for  granted.  Scciny  through  Clothes  is  a 
classic,  a  book  of  rare  wisdom. "         -RICHARD  HOWARD.  The  Nation 


'  Hollander's  language  is  rich,  evocative,  and  beautifully  crafted  .  .  .  Her  style, 
with  its  periodic  swings  into  rapture,  recalls  the  great  tradition  of  art-critical 
emotionalism  that  stretches  back  to  Ruskin  and  Diderot.  The  adjectives  are 
stitched  into  place  with  the  precision  and  delicacy  of  a  lace  trimming;  the  book 
as  a  whole  is  structured  with  the  formal  assurance  of  abstract  architecture." 

-DAVID  K  IT  N  Z  L  E  .  University  of  California  at  Los  Angeles 


'  The  book  on  art  for  this  year  ...  a  mine  of  ideas  and  observation  on  the  com- 
plex heritage  of  Western  pictorial  art  as  it  is  present  in  the  clothed  and  nude 
human  image."  —Choice 


